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Influenced	 in	 construction,	 technique,	 and	 stage-craft	 by	 French	 naturalism,	
Fitch’s	 plays	 utilised	 theories	 of	 heredity	 and	 social	 Darwinism	 to	 explain	 the	





and	 insisted,	 wherever	 possible,	 upon	 happy	 endings	 that	 drew	 the	 ire	 of	 the	
conservative	male	press.	Fundamentally,	these	productions	contradicted	American	and	
British	 ideologies	 rooted	 in	 the	notion	 that	national	 prosperity	 could	only	be	 secured	
through	the	marriage	and	propagation	of	white	men	and	women	of	‘good	breeding’.	The	
gendered	biases	of	Fitch’s	critics,	 I	argue,	often	led	to	dislocated	interpretations	of	his	















































































century,	 critics	 often	 dismissed	 the	 playwright	 and	 derided	 his	 work.	 His	 plays,	 even	
today,	are	seldom	the	subject	of	scholarly	analysis.	Only	most	recently	have	Fitch’s	life	
and	 works	 become	 the	 subject	 of	 a	 full	 biography	 (Dearinger	 2016).	 As	 Dearinger	
summarises:	 ‘When	not	a	problem,	he	is	dismissed	or	forgotten’	(529).	Fitch’s	publicly	
ambiguous	sexuality	and	perceived	superficiality,	his	preference	for	staging	female-led	









often	 discussed	 in	 terms	 of	 melodrama	 versus	 realism,	 he	 was	 influenced	 also	 in	
construction,	 technique,	 and	 stage-craft	 by	 European	 drama	 and	 the	 naturalist	
movement.	Fitch’s	plays	utilised	theories	of	heredity	and	social	Darwinism	to	explain	the	







press	 responses.	 Significantly,	 contextualising	 my	 analysis,	 I	 consider	 how	 the	 plays	
examined	in	this	thesis	engaged	with	the	wider	gendered	social	issues	of	the	fin	de	siècle.	















in	America’	 for	such	plays	 that	could	 function	as	historical	 ‘social	documents’	 (“A	Talk	
with	Clyde	Fitch”).	It	was	a	practice	that	he	observed	in	European	theatre,	and	that	he	
felt	he	could	replicate	in	his	home	country	so	long	as	‘the	manners	and	customs	of	the	




See	how	we	welcome	and	 take	 to	our	hearts	any	 true	 reflection	of	our	native	
country	existence.		[…]	Show	us	our	own	social	predicament,	and	see	how	we	will	
welcome	it.	We	have	troubles	of	our	own,	they	say	(“The	Play	and	the	Public”	xxv).	
The	plays	explored	in	this	thesis	–	A	Modern	Match (1892), Gossip (1895), The	Climbers 
(1901), The	Moth	 and	 the	 Flame (1898), Sapho (1900), The	Girl	with	 the	Green	 Eyes 
(1902), The	Truth (1907),	The	House	of	Mirth	(1906),	Girls	(1908)	and The	City (1909)	–	
catered	 to	 this	 demand,	 depicting	 turn	 of	 the	 century	 American	men	 and	women	 in	
settings	both	 at	home	and	abroad.	 In	New	York	drawing-rooms,	 studio	 flats,	 lawyers’	
offices,	and	Parisian	apartments	alike,	Fitch	staged	contemporary	dramas	that	addressed	
contentious	 social	 issues	 of	 his	 time:	 business	 fraud,	 political	 corruption,	 divorce,	
women’s	 suffrage,	 and	 the	 Victorian	 sexual	 double	 standard	 that	 located	 women’s	
sexuality	–	and	particularly	sex	outside	of	marriage	–	as	immoral.	
Tice	Miller	 declares	 Fitch’s	 social	 comedies	 ‘provide	 a	 special	 insight	 into	 the	









companions’	 (ibid).	Fitch	attracted	 the	attention	of	 that	audience,	 skilfully	crafting	his	
plays	to	appeal	to	women.	The	move,	while	a	profitable	one	on	Fitch’s	part,	contributed	











on	 the	 choices	 of	 the	 actresses,	 Jonson	 argues,	 their	 performances	 ‘subverted	 and	
reinscribed	normative	gender	roles	and	sexual	scripts’	(ibid).		


















career.	 He	 became	 known	 as	 the	 ‘maker	 of	 actresses’,	 renowned	 for	 his	 creation	 of	
successful	‘star	vehicles’,	launching	the	careers	of	young	starlets	such	as	Ethel	Barrymore,	





































does	 one	 thing	 no	 stage	 manager	 I	 have	 known	 can	 do,	 he	 becomes	 womanly’	
(Pendennis,	 “Clyde	 Fitch	 Conducting	 a	 Rehearsal”).	 While	 lauding	 Fitch	 as	 ‘the	 most	
successful	interpreter	of	modern	women	in	the	modern	theatre,’	the	reporter	cast	Fitch’s	
gender	 in	ambiguity	and	belittled	him	 for	his	displays	of	 femininity,	arguing	 that	 ‘[n]o	
man’	can	imitate	women	‘except	at	the	expense	of	his	dignity’	(ibid).	
As	 well	 as	 the	 actresses	 themselves,	 the	 costumes	 they	 wore	 could	 be	
instrumental	in	success	–	or	even	the	failure	–	of	a	play,	according	to	critics.	Reviews	for	
Fitch’s	plays	often	went	into	great	detail	about	the	actress’s	dresses,	with	discussions	of	
















ideal	 of	 American	 womanhood’	 (Marra	 and	 Schanke	 5).	 What	 I	 show	 in	 this	 thesis,	
however,	is	that	Fitch’s	stagings	of	feminine	imperfection	were	of	greater	significance	in	
his	work,	though	not	always	understood	or	appreciated	by	his	critics4.	




of	 men,	 for	 there	 is	 no	 use	 in	 blinkering	 the	 fact	 that	 his	 own	 nature	 was	 a	
composite	 one	 and	 that	 possibly	 he	 inherited	 more	 qualities	 from	 his	 gentle	
Southern	mother	than	he	did	from	his	war-like,	Connecticut	father	(82).	
What	 Marbury	 and	 Fitch’s	 friends	 framed	 as	 the	 playwright’s	 dramatic	 strength5,	























‘to	 the	elaborate	picturing	of	 the	superficial	details	of	 social	 functions’	which	 ‘seldom	
have	had	more	than	the	most	superficial	importance	in	the	essential	action	of	the	play’	
(“Mr.	Clyde	Fitch’s	Own	Way”).	Fitch	vehemently	rejected	such	accusations,	accusing	his	
critics	 in	 return	of	 failing	 to	 understand	 the	depths	of	 his	 plays:	 ‘more	 than	½	of	 the	
people	don’t	see	underneath,	nor	realise	what	I	mean	by	it	[…]	I	am	used	to	being	judged	
on	the	surface;	it	is	evidently	to	be	one	of	my	chief	curses’	(Moses	and	Gerson	202).		





















writing	 to	 Virginia	 Gerson	 in	 1901	 he	 questioned:	 ‘Didn’t	 you	 think	 Dithmar	 was	























qualities	 worth	 having	 in	 one’s	 work’	 (Moses	 and	 Gerson	 363).	 Thus,	 the	 focus	 on	
performance	 history	 and	 criticism	 in	 this	 thesis	 will	 take	 a	 transatlantic	 perspective,	
comparing	productions	and	reactions	to	predictions	of	Fitch’s	plays	in	New	York	and	in	
London.		























that	 his	 plays	 were	 too	 ‘melodramatic’.	 Writing	 in	 1904,	 Corbin	 typified	 the	 general	




In	 the	past	 five	 years	 his	 own	way	has	 brought	 him	 from	 the	most	 superficial	
exterior	 of	 life	 into	 the	 very	 essence	 of	 society	 and	 character,	 from	 crude	
melodrama	to	the	threshold	of	pure	drama.	One	has	faith	that	the	long	way	round	










‘embodied	as	 female’,	argues	Bratton,	 ‘became	the	Other	of	 the	“National	Drama”	of	









realism’	 (6).	 This	 notion	 of	 progression,	 Saxon	 affirms,	 is	 reliant	 on	 ‘an	 assertion	 of	
hierarchy:	 realism	 is	 constructed,	 critically,	 as	 a	 ‘better’	 form	 than	 melodrama’	 and,	











gendered	 standards	 that	 prevailed	 in	 early	 twentieth-century	 criticism,	 but	 they	 still	
retain	the	generic	categories	and,	intentionally	or	not,	the	critical	judgements	that	the	
standards	produced’	 (330).	As	 result,	 critics	 continue	 to	dismiss	 Fitch’s	plays	 as	being	
melodramatic,	 and	 therefore	 dramatically	 weak;	 as	 recently	 as	 2012	 it	 has	 been	
suggested	that	‘it	is	difficult	for	the	critics	to	write	about	plays	that	are	so	thin.	There	is	
nothing	much	to	analyse	[in	Fitch’s	work]’	(Clum	115).	




















What	 critics	 labelled	 dismissively	 as	 ‘melodrama’	 in	 Fitch’s	 plays,	 Fitch	 intended	 as	 a	
serious	effort	to	connect	with	his	audience	and	to	enable	the	theme	of	the	play	to	be	
carried	across.	Echoing	Fitch’s	definition,	Peter	Brooks	(1976)	describes	melodrama	as	‘a	
mode	of	conception	and	expression,	as	a	certain	 fictional	 system	 for	making	sense	of	
experience,	as	a	semantic	field	of	force’	(xvii).	The	melodramas	‘that	matter	the	most	to	
us,’	 argues	 Brooks,	 ‘convince	 us	 that	 the	 dramaturgy	 of	 excess	 and	 overstatement	





the	Public”	xlii).	City	 life,	as	Fitch	knew	 it,	was	 imbued	with	violent	and	melodramatic	
emotion:	
One	cannot	live	twenty-four	hours	in	any	of	our	cities	without	seeing	vivid	pictures	






Some	 of	 the	 very	 qualities	 that	 critics	 associated	 disparagingly	 with	 melodrama	 –
heightened	emotion	and	intricate	scenery	–	Fitch	considered	integral	to	the	realism	of	
his	work,	arguing	the	chief	aim	in	theatre	to	be	to	‘create	an	illusion,	both	as	to	practical	




considered	 realism	 to	 mean	 ‘something	 ugly,	 or	 horrible,	 or	 puerile,’	 realism	 could	












Naturalism	 in	 Three	 Plays	 by	 Clyde	 Fitch	 (1982),	 Nicolini	 argues	 that	 naturalism	 –	








nineteenth	 century	 Europe	 –	 had	 a	 significant	 influence	 upon	 Fitch’s	 work,	 and	 that	
Fitch’s	plays	may	be	counted	among	the	earliest	examples	of	naturalism	in	America.	
As	 I	 discuss	 in	my	 first	 chapter,	 French	 drama	 undoubtedly	 influenced	 Fitch’s	








‘realism’	and	 ‘naturalism’,	at	 times	discussing	 ‘naturalism	as	a	version	of	 realism,	as	a	
genre	that	grafts	realistic	detail	onto	a	necessitarian	ideology’	(Newlin	5).	Pizer	argues	
that	 while	 ‘[i]n	 Europe	 the	 terms	 were	 used	 interchangeably	 in	 the	 late	 nineteenth	













Houchin	describes	 the	brief	 emergence	of	 naturalism	on	 the	American	 stage	 in	bleak	






Naturalism	 has	 been	 notoriously	 difficult	 to	 pin	 down	 and	 define	 perhaps,	 Walcutt	
suggests,	because	as	a	form	it	reflects	late	nineteenth	century	doubts,	as	well	as	faith,	in	
science	 and	 nature,	 and	 therefore	 lends	 itself	 to	 contradictions	 and	 ambiguity	 (3-4).	
Seeking,	nevertheless,	to	characterise	the	movement	in	the	highly	influential	American	
Literary	 Naturalism,	 a	 Divided	 Stream	 (1956),	 Walcutt	 argues	 that	 these	 conflicting	




–	 notable	 also	 for	Realism	 and	Naturalism	 in	Nineteenth-Century	 American	 Literature	
(1966),	and	Twentieth-Century	American	Literary	Naturalism:	An	Interpretation	(1982)	–	
rejects	the	notion	that	naturalism	necessarily	prescribes	 ‘a	specific	philosophical	base’	
(8).	 Citing	 Frank	 Norris’s	 description	 of	 naturalism	 as	 ‘the	 unplumbed	 depths	 of	 the	
human	heart,	and	the	mystery	of	sex,	and	the	problems	of	life,	and	the	black,	unsearched	
penetralia	of	 the	 soul	of	man’	Pizer	notes	 that	 ‘nowhere	 in	his	 criticism	does	 [Norris]	
identify	 naturalism	 with	 a	 deterministic	 ideology’	 (ibid	 8).	 Despite	 making	 a	 clear	









advocates	 ‘exploring	 naturalism	 as	 a	 version	 of	 melodrama’	 as	 ‘a	 useful	 way	 of	
understanding	 its	 many	 anomalies	 and	 inconsistencies’	 (5).	 What	 the	 two	 share,	 in	
opposition	to	realism,	Newlin	suggests,	is	the	employment	of	‘emotive	effect	to	produce	
the	 acceptance	 of	 a	 thesis’	 (ibid).	 The	 ‘narrative	 strategies	 of	 melodrama,’	 often	
interpreted	 as	 flaws	 in	 the	 dramatist’s	 technique	 in	 literary	 criticism,	 Newlin	 argues,	










therefore,	 exposes	 the	 tenuous	 nature	 of	 critical	 arguments	 that	 located	 his	 plays	 as	

















Like	 the	 dramas	 of	 the	 time,	 the	 period	 itself	 suffers	 from	 the	 lack	 of	 a	 clear	 critical	







anarchy’;	 a	 time	 in	 which	 ‘all	 the	 laws	 that	 governed	 sexual	 identity	 and	 behaviour	
seemed	to	be	breaking	down’	(Sexual	Anarchy:	Gender	and	Culture	at	the	Fin	de	Siècle,	
1992).	 Women	 were	 acquiring	 greater	 social	 freedoms	 through	 increasing	 access	 to	




















Showalter	 argues	 that	 the	 New	 Woman	 and	 the	 male	 aesthete	 together	
‘redefined	the	meanings	of	femininity	and	masculinity,’	unsettling	the	Victorian	narrative	
of	 separate	 spheres	 with	 the	 idea	 that	 ‘sexuality	 and	 sex	 roles	 might	 no	 longer	 be	





Martha	 Patterson,	 like	 Ledger,	 emphasises	 the	 New	 Woman’s	 transgressive	
sexual	empowerment:	
Lasciviousness	was,	[…]	along	with	virilization,	the	most	common	charge	brought	
against	 the	New	Woman.	The	New	Woman’s	 sexuality	–	 supposedly	 free	 from	
social	or	moral	 restraints	–	was	viewed	as	a	 threat	 to	both	 the	marital	 fidelity	
necessary	to	insure	rightful	paternity	and	to	the	maternal	devotion	necessary	to	
insure	racial	progress	(40).	



































Theatre	played	a	vital	 role	 in	 staging	 social	 crises	of	 the	 fin	de	 siècle.	Marshall	
defines	the	end	of	the	nineteenth	century	as	‘a	period	in	which	the	arts	are	used	viscerally	
to	 debate	 contemporary	 concerns,	 and	 in	 which	 art	 itself	 becomes	 matter	 for	





of	 the	 American/British	 fin	 de	 siècle.	 I	 have	 grouped	 plays	 together	 (roughly)	
chronologically,	but	most	specifically	thematically.	Chapter	one	explores	the	portrayal	of	
divorce	 in	 three	of	 Fitch’s	earlier	American	 social	 comedies:	A	Modern	Match	 (1892),	
Gossip	(1895),	and	The	Climbers	(1901).	Chapter	two	explores	portrayals	of	fallen	women	





original	 comedy	Girls	 (1908).	A	particular	 focus	 in	 this	 chapter	 is	placed	on	 the	plays’	
engagement	with	the	women’s	suffrage	movement.	In	the	final	chapter,	I	explore	Fitch’s	
depictions	of	masculinity	in	his	final	play,	The	City	(1909).	
	 In	 each	 chapter,	 I	 contextualise	 the	 productions	 historically,	 using	 not	 only	
reviews	of	the	productions	(a	valuable	source	for	gauging	critical	response),	but	a	range	




















the	 US;	 as	 New	 Women	 championed	 the	 benefits	 of	 education	 and	 financial	
independence	over	marriage	and	motherhood,	a	rise	in	the	number	of	white	middle-class	




Knew	 (1897)	 and	The	Golden	Bowl	 (1905),	 and	 in	 stage	productions	 such	as	Augustin	
Daly’s	Divorce	(1884)	and	Bronson	Howard’s	The	Henrietta	(1887).		
The	 issue	 of	 divorce	 and	 considerations	 of	 morality	 and	 social	 probity	 were	
treated	in	a	number	of	Fitch’s	plays.	The	divorce	court	provided	the	backdrop	for	his	1901	
comedy,	The	Girl	and	the	Judge,	in	which	the	father	of	the	young	heroine	seeks	a	divorce	







































In	post-Civil	War	America,	 as	divorce	 laws	became	more	 liberalised,	prospects	
became	 available	 for	 divorced	 women	 wishing	 to	 support	 themselves	 independently	
through	paid	work	(Patterson,	The	American	New	Woman	Revisited,	17).	New	Women,	
in	particular,	argues	Freeman,	were	‘both	less	likely	to	stay	in	an	unsatisfactory	marriage	















suffer,	 and	 alone,	 always	 –	 alone.	 And	 can	 you	 imagine	 what	 your	 loneliness	
would	look	like?	Ignored	by	those	you	know	now,	leered	at	by	men	you	despise	












often	 detailing	 the	 downfall	 of	 a	 female	 figure	 who	 must	 be	 intrinsically	 immoral,	
positioned	divorce	ideologically	with	neglect	of	maternal	and	social	duty.		
In	 plays	 such	 as	 The	 Climbers,	 Fitch	 closely	 interrogated	 divorce	 and	 social	
conceptualisations	of	morality.	 The	 final	 act	 is	 taken	up	by	 a	discussion	between	 two	
friends,	one	 intent	on	divorcing	her	husband,	and	 the	other	cautioning	her	 to	bear	 ‘a	
cross	for	the	sake	of	duty’	and	remain	with	her	husband	(Fitch,	The	Climbers	106).	As	is	
evident	in	Fitch’s	play,	such	moral	diktats	tempered	the	relative	‘freedom’	of	American	
women	to	divorce	 their	husbands.	Ultimately,	 suggests	MacComb,	 the	propagation	of	






Domesticity”	 (1998)	 Amy	 Kaplan	 outlines	 the	 ideological	 associations	 and	 shared	
vocabulary	 of	 the	 discourses	 of	 domesticity	 and	 Manifest	 Destiny.	 Early	 nineteenth	
century	 ‘ideology	 of	 separate	 spheres’	 argues	 A.	 Kaplan,	 ‘contributed	 to	 creating	 an	
American	 empire	 by	 imagining	 the	 nation	 as	 a	 home	 at	 a	 time	when	 its	 geopolitical	
borders	were	expanding	rapidly	through	violent	confrontations	with	Indians,	Mexicans,	
and	 European	 Empires’	 (583).	 As	 a	 result,	 ‘narratives	 of	 domesticity	 and	 female	
subjectivity’	were	‘inseparable	from	narratives	of	empire	and	nation	building’	(ibid	584).		
Woman’s	perceived	maternal	instinct	therefore	stretched	beyond	the	bounds	of	







among	 native	 born	 white	 women	 exacerbating	 fears	 of	 impending	 race	 suicide	
(Patterson,	Beyond	the	Gibson	Girl	39).	









It	 is	 worth	 noting	 that	 although	 published	 before	 Fitch	 began	 writing	 plays	 for	 the	
professional	 stage	 (A	Modern	 Instance	was	 published	 the	 year	 before	 Fitch	 began	 at	
Amherst),	Fitch’s	admiration	of	Howells’s	work10	makes	it	likely	that	he	would	have	read	
















Both	 plays	 depict	 beautifully	 dressed	 women,	 separated	 from	 their	 husbands	 but	
expressing	 a	 desire	 to	 reunite	 with	 their	 daughters.	 The	 shared	 themes	 in	 the	 two	
playwrights’	works	are	unsurprising	and	worth	comparing;	Marra	has	explored	the	impact	











exaggeratedly	 ‘French	 way’	 and	 seemingly	 unremorseful	 (Fitch,	Modern	 Match	 80).	
Dearinger	 describes	 A	 Modern	 Match	 ultimately	 as	 ‘superficially	 daring,	 but	 morally	
conservative’	 (109).	 Fitch’s	 outright	 refusal	 to	 stage	 the	 death	 of	 the	 wayward	 wife,	
however,	demonstrated	a	willingness	to	break	with	convention	and	the	beginnings	of	a	












to	 her	 loveless	 marriage	 and	 the	 pursuit	 of	 her	 own	 happiness,	 further	 subverted	
ideologies	 emphasising	 the	 importance	of	 the	 family	 unit	 and	 condemning	 the	 act	 of	
divorce.	 As	 Tice	Miller	 has	 acknowledged,	 the	 play	 offered	 its	 audience	 a	 ‘convincing	
argument	for	divorce’	(167).	As	‘love	triangles’	are	a	common	trope	in	Fitch’s	work,	and	
particularly	important	to	the	progression	of	the	plot	in	The	Climbers,	in	my	analysis	of	this	



























theory	 suggests	 that	 the	bond	between	 the	male	 rivals	 is	 at	 least	 as	 powerful	 as	 the	
romantic	bonds	between	the	men	and	the	woman.	Such	triangles,	Sedgwick	argues,	must	
not	 be	 treated	 ahistorically,	 ‘but	 as	 a	 sensitive	 register	 precisely	 for	 delineating	
relationships	of	power	and	meaning,	and	for	making	graphically	 intelligible	the	play	of	
desire	 and	 identification	 by	 which	 individuals	 negotiate	 with	 their	 societies	 for	
empowerment’	(ibid	27).	
In	contrast	to	Girard’s	suggestion	of	a	symmetrical	structure	of	power	within	any	
erotic	 triangle,	 Sedgwick	 insists	 that	 the	 distribution	 of	 power	within	 the	male-male-
female	 triangular	 structure	 is	 necessarily	 asymmetrical,	 since	 it	 operates	 within	 the	
context	of	a	masculinised	society	that	privileges	male	experiences	and	relationships	over	
those	of	women	(ibid	22).	As	a	result	of	this	formation,	Sedgwick	suggests,	the	primary	
emphasis	 will	 be	 on	 the	 bonds	 between	 men,	 with	 the	 woman	 functioning	 as	 a	
mediator/conduit:	through	the	woman,	the	men	are	able	to	express	their	desire	for	one	
another.	Sedgwick	thus	applies	to	the	paradigm	Rubin’s	notion	of	the	‘traffic	in	women’	









have	applied	 the	basic	principles	 successfully	 to	 a	plethora	of	 texts,	 ranging	 from	 the	
works	of	 the	Ancient	Greek	poet	Sappho,	 to	 the	science	 fiction	 television	series	Deep	
Space	Nine	(Greene,	Geraghty).	The	most	basic	prerequisite	for	analysis	of	erotic	triangles	
through	her	model	 is	 its	historical	and	geographical	 location	within	a	male	dominated	
social	hierarchy,	given	that	it	works	on	the	premise	that	men	can	use	women,	through	
their	social	positions	of	power,	to	express	their	desire	for	one	another.	
It	 seems	 reasonable,	 therefore,	 to	 consider	 the	 application	 of	 Sedgwick’s	









women	within	 an	erotic	 triangle	 asserting	 a	 sense	of	 selfhood,	or	being	motivated	 to	
transgress	 the	 prevailing	 social	 order,	 and	 it	 silences	 the	 ‘New	 Woman’	 of	 the	 late	
nineteenth	century.	As	Sedgwick	herself	acknowledges,	‘the	isolation,	not	to	mention	the	
absolute	 subordination,	 of	 women,	 in	 the	 structural	 paradigm	 on	which	 this	 study	 is	








Analyses	 of	 the	 wider	 production	 and	 critical	 reception	 of	 plays	 such	 as	 The	
Climbers	through	Sedgwick’s	model	 reveals,	when	 juxtaposed	against	a	 reading	of	 the	
























years	 later,	 on	 the	 day	 of	 their	 daughter’s	wedding	 and	 in	 search	 of	money,	Huntley	
rejects	 her	 advances,	 disgusted	 by	 her	 appearance	 and	 being	 newly	 engaged	 to	 the	
‘noble-minded’	 widow	 Mrs	 Synnott	 (“Pitou’s	 Company	 at	 the	 Grand”).	 The	Morning	
Advertiser	suggested	 that	 the	plot	would	be	 familiar	 ‘to	 the	 readers	of	 the	 records	of	
divorce	courts’	(“A	Modern	Match”).	
Performed	by	Augustus	Pitou’s	newly	formed	stock	company,	A	Modern	Match	



























Violet	 Huntley,	 proving	 to	 be	 a	 controversial	 heroine,	 excited	 considerable	
interest	from	critics.14	The	New	York	Times	described	her	as	a	‘false	wife,	a	vain	capricious	
woman	with	few	redeeming	traits’	(“A	Modern	Match”).	The	Boston	Evening	Transcript	
considered	 her	 ‘monstrous’	 for	 abandoning	 her	 husband	 and	 child	 (“Theatres	 and	
Concerts”).	Fitch	succeeded,	in	the	estimation	of	the	press,	 in	making	‘what	is	wicked,	
repulsive’	(“Music	and	Drama”	Boston	Evening	Transcript).	While	she	was	portrayed	as	
morally	bankrupt,	however,	 she	escaped	 traditional	 repercussions.	Convention	 should	
have	necessitated	 the	death	of	 the	wayward	wife	 at	 the	end	of	 the	play;	 as	Houchin	




the	 wishes	 of	 Pitou15	 -	 is	 significant,	 marking	 not	 only	 a	 willingness	 to	 break	 with	
convention,	 but	 the	 beginnings	 of	 what	 would	 become	 his	 increasing	 trend	 for	






























changes	 to	 the	 script,16	 the	play	debuted	 to	an	 ‘overcrowded	house’	 at	 the	Gaiety	 in	
Dublin	on	 the	21st	of	October	1892	 (“Dublin	Day	by	Day”).	 It	played	at	 the	Royalty	 in	
Glasgow	a	week	later17.	Although	Marriage,	1892	drew	large	crowds	on	opening	nights,	
it	did	not	share	the	same	success	as	A	Modern	Match	in	the	US.	







































a	patient	waiting	 for	something	which,	 truth	 to	say,	 really	never	came’	 (ibid).	The	Era	


















Day	 by	 Day”).	 Hearth	 and	 Home	 enticed	 its	 readers	 with	 a	 brief	 description	 of	 the	























to	be	an	asset	 to	 the	 ‘elegance	and	playfulness’	of	 the	atmosphere	 (Berlanstein	106).	
Suggestions	of	theatre	reform	in	Paris	were	met	with	defiance	from	the	establishment	




audience,	 London	 theatres	 were	 subject	 to	 strict	 codes	 of	 censorship.	When	 staging	








on	Fitch’s	work.	 Fitch	himself,	 as	 can	be	evidenced	 from	his	 letters19,	was	a	 frequent	
patron	of	the	Parisian	theatres,	and	adapted	a	significant	number	of	French	plays.		
Within	A	Modern	Match/Marriage,	1892,	Fitch	appropriated	markers	of	supposed	

















Clorine,	 the	 courtesan	 heroine	 in	 Émile	 Augier’s20	 L’Aventurière	 (1848),	 and	 to	
subsequent	 British	 adventuresses,	 Becky	 Sharp	 in	 Thackeray’s	Vanity	 Fair	 (1847),	 and	
Lizzie	Greystock	in	Trollope’s	The	Eustace	Diamonds	(1871)	(“Mr.	Fitch’s	New	Play”).		















Both	 J.	 Kaplan	 and	 Powell	 cite	 Jerome	 K.	 Jerome’s	 1889	 description	 of	 stage	
character	types	in	Stage	Land	as	defining	the	characteristics	of	the	‘adventuress’	in	the	
late	nineteenth	century	(14;	30).	Jerome	humorously	describes	her	as	a	figure	of	‘black-
hearted	 villainy	 and	 abandoned	womanhood,’	 adding	 that	 she	 is	 ‘generally	 of	 foreign	
extraction’	(Stage-Land).	According	to	Jerome:	she	smokes,	has	a	business-like	manner,	
dresses	extravagantly,	and	suits	neither	domestic	 life	nor	motherhood:	 ‘she	possesses	
rather	 too	much	 sarcasm	and	 repartee	 to	make	 things	agreeable	 round	 the	domestic	




Violet,	we	 are	 told	 in	 the	 play,	 acquired	 her	wealth	 and	 social	 status	 through	
marriage	to	Huntley,	and,	losing	both,	she	seeks	a	new	source	of	income	in	the	form	of	
her	lover	Rankin.	The	Boston	Post	described	her	as	taking	up	‘the	trade	of	what	is	politely	
called	 an	 adventuress	 […]	 a	 very	 professional	 adventuress,	 indeed’	 (“Mr	 Fitch’s	 New	




multitude	 of	 fallen	 women	 types	 –	 which	 included	 both	 seductresses	 and	 seduced	







poor	again’	 (Fitch,	Modern	Match	13).	 Indeed,	 the	only	 love	Violet	will	 fully	admit	 to,	
when	 pressed,	 is	 ‘love	 for	money’	 (ibid	 50).	 Her	 inadequacy	 as	 a	mother	 and	 lack	 of	
inherent	maternal	instinct	is	emphasised	in	the	opening	act	when	she	implores	her	aunt	
to	kiss	her	daughter	goodnight:	‘won’t	you	go	up-stairs	and	kiss	Dorothy	good	night	for	





















































































When	 it	 premiered	 in	 Glasgow,	 however,	 the	 Herald	 complained	 that	 Violet	 was	
unrealistic:	 ‘[Fitch]	makes	her	as	unlikely	as	she	 is	unlovely	 […]	The	kind	of	woman	he	




the	curtain	 is	about	to	 fall	 the	 first	attempt	 is	made	to	give	a	touch	of	sentiment	and	
womanly	feeling	to	the	character	of	the	heroine,	but	the	device	is	absurd’	(“Marriage	in	
1892”).	












spectacle	 of	 the	 social	 matrix	 informing	 both	 codification	 and	 reception	 (92).	 Most	
intriguingly,	 guests	may	 indeed	 have	 been	 ‘acting’	 social	 roles,	 performing,	 in	 effect,	








the	 Boston	 Post,	 was	 ‘an	 exceedingly	 realistic	 impersonation’	 of	 an	 adventuress	 (“A	
Modern	Match”).	Likewise,	other	Boston	reviewers	remarked:	‘[t]he	tale	is	not	new.	It	is	





Boston	 Post	 argued	 that	 Fitch	 achieved	 only	 the	 basest	 staging	 of	 the	 theatrical	
adventuress	type	and	nothing	more:		
Mr	Fitch	[…]	has	not	produced	much	farther	than	an	outline,	so	far	as	character	is	
concerned	 […]	 it	 cannot	 be	 thought	 that	 Mr.	 Fitch	 has	 drawn	 Violet	 as	 an	
individualized	 person	 or	 –	 in	 any	more	 than	 the	mildest	 sense	 –	 that	 he	 has	
suggested	a	type	of	character	(“Mr	Fitch’s	New	Play”).	
	





her	character	 is	well	developed,	 from	the	cold	society	girl,	willing	 to	marry	 for	











illegitimate	births	and	suggests	that	 ‘the	 least	said	about	our	 family	the	better’	 (Fitch,	
Modern	Match	27).	Violet	and	her	aunt	were	lacking	in	money	and	social	status	prior	to	
Violet’s	 marriage	 to	 Huntley.	 Fitch	 thus	 implies	 a	 link	 between	 hereditary	 weakness,	
manifesting	 as	 ‘unrestrained’	 sexuality,	 and	 lack	 of	 wealth	 and	 breeding	 that	 was	
common	in	nineteenth	century	discourse.		
With	morality	framed	as	hereditary	in	the	late	nineteenth	century,	as	Richardson	












pursuing	men	 for	wealth	and	status,	Violet,	within	 this	context,	posed	a	 threat	 to	 the	
integrity	 of	 the	 upper	 class	 American	 gene	 pool,	 and	 to	 the	 future	 prosperity	 of	 the	
nation.		













Much	 like	 in	A	Modern	Match,	and	 later	 in	The	Climbers,	 the	young	heroine	of	
Gossip	considers	divorcing	her	husband	for	another	man.	Her	decision	is	suggested	to	be	
motivated	by	neurasthenic	impulses	–	Dr.	Robins	is	treating	Gertrude	for	her	‘nerves’	–	
an	 affliction	 often	 associated	 in	 women	 with	 an	 apparently	 disruptive	 increase	 in	
independence	and	education	(Fitch	and	Dietrichstein	1;1723).	In	America,	a	small	number	

















in	 her	 train’	 –	 seem	 to	 offer	 a	 counter	 argument	 (ibid	 1-2,	 2-12).	What	 is	 suggested	






























husband,	 retrieving	 the	 letter	 from	 the	 Count’s	 apartment,	 and	 risking	 her	 own	
reputation	in	the	process.	
In	 New	 York	 Gossip	 premiered	 the	 same	 week	 as	 Wilde’s	 An	 Ideal	 Husband	
opened	at	the	Lyceum	and	Dithmar	compared	the	two	plays	 in	the	New	York	Times26.	
Emphasising	 their	 light,	 visually	 appealing,	 and	 therefore	 superficial	 nature,	 Dithmar	
dubbed	them	both	 ‘Plays	of	 the	Meringue	Glace	Variety’	and	 in	general	 the	American	
press	echoed	Dithmar’s	assessment27	(“The	Theatrical	Week”).	While	disappointed	with	
the	‘flippant	and	often	irrelevant’	treatment	of	the	subject	matter	in	both	plays,	Dithmar	
praised	 them	 for	 being	 ‘fresh	 and	 unconventional’	 with	 clean	 dialogue	 and	 ‘unusual’	
situations	 (ibid).	 Dithmar	 chastised	 Fitch	 (and	 Dietrichstein	 and	 Wilde),	 not	 for	 his	
sentimentality,	but	for	his	cynicism	in	the	treatment	of	his	unsympathetic	heroines;	one	


























Following	 its	 Islington	 premiere	 in	 London,	 critics	 initially	 affirmed	 Gossip	 as	
‘sprightly’	entertainment	(“Mrs.	Langtry’s	New	Play	a	Success”).	When	it	opened	at	the	
Comedy	 later	 that	 year,	 however,	 critics	 complained	 that	 the	 comedy	was	 trivial	 and	

































this	 house’	 (“Comedy	 Theatre”).	 The	 reviewer	 expressed	 ‘regret	 and	 surprise’	 that	
‘considering	the	reputation	of	the	Comedy	Theatre	for	good	taste	[…]	so	many	of	the	lines	
[…]	should	be	so	course	and	vulgar’	(ibid).	The	critical	preconception	that	lewd	material	
would	not	 suit	 the	 tastes	of	 fashionable	 London	audiences	did	not	 reflect	 the	 reality.	
Indeed,	the	audience	at	the	Comedy	appear	to	have	gone	unoffended	by	any	of	the	more	

























however,	 could	be	described	as	being	very	American	 indeed;	Gertrude	suffers	 from	a	
nervous,	or	 ‘neurasthenic’	disposition.	Her	husband	 refers	 in	 the	play	 to	 the	 ‘nervous	
depression’	 for	which	 they	have	sought	 the	help	of	a	doctor	and	 ‘from	which	she	 […]	
never	 fully	 recovered’	 (Fitch	 and	 Dietrichstein	 1;20).	 In	 line	 with	 nineteenth	 century	
American	 understandings	 of	 neurasthenia,	 Gertrude	 also	 suffers	 from	 fatigue	 and	
headaches.		
	Middle-class	 American	 women,	 such	 as	 Gertrude,	 were	 apparently	 at	 the	
greatest	risk	of	developing	nervous	disorders	owing	to	their	inherent	fragility:	
Contemporaries	noted	routinely	in	the	1870s,	1880s,	and	1890s	that	middle-class	
American	 girls	 seemed	 ill-prepared	 to	 assume	 the	 responsibilities	 and	 trials	 of	
marriage,	motherhood,	and	maturation.	Frequently	women,	especially	married	
women,	complained	of	isolation,	loneliness,	and	depression.	Physicians	reported	
a	 high	 incidence	 of	 nervous	 disease	 and	 hysteria	 among	 women	 who	 felt	
overwhelmed	by	the	burdens	of	frequent	pregnancies,	the	demands	of	children,	
the	daily	exertions	of	housekeeping	and	family	management.	The	realities	of	adult	
life	 no	 longer	 permitted	 them	 to	 elaborate	 and	 exploit	 the	 role	 of	 fragile,	
sensitive,	and	dependent	child	(Smith-Rosenberg	199).	
	












caretaker	 in	 relation	 to	 children	 and	 home.	 […]	 Especially	 in	 the	 nineteenth	








Neurologist	 George	 Miller	 Beard	 (1881)	 popularised	 neurasthenia	 as	 a	
psychopathological	term	in	the	latter	half	of	the	nineteenth	century,	and	theorised	that	
increased	 mental	 activity	 heightened	 the	 risks	 of	 nervousness	 in	 women	 (American	
Nervousness	 vi).	 As	 a	 result,	 physicians	 associated	 nervous	 disorders	 in	 women	 with	
education	and	a	rejection	of	motherhood	and	marriage.	Tellingly,	Gertrude	complains	to	
her	 doctor	 that	 her	 symptoms	 are	 worse	 after	 she	 begins	 to	 consider	 leaving	 her	
husband,	affirming	the	perceived	link	between	the	increase	of	independence,	education,	
and	nervous	disorders	in	women	(Fitch	and	Dietrichstein	2;9).		
Where	 they	 mentioned	 her	 at	 all,	 critics	 described	 Gertrude	 as	 an	 irrational	
woman,	driven	by	her	emotions30.	In	the	play,	however,	conversing	with	Mrs	Barry	and	
																																																						















































Reviewers	 across	 the	 board	 seemed	more	 interested	 in	 Langtry’s	 extravagant	
costumes	than	in	any	other	aspect	of	the	production.	Her	attire	made	headlines,	with	her	






represent	 LaFerrière’s	 idea	of	 the	 styles	 that	would	prevail	 at	 the	 fashionable	 seaside	
town	of	Trouville	(and	the	setting	for	Gossip)	the	following	summer,	the	implication	being	
that	women	could	regard	Langtry’s	attire	as	a	prediction	of	forthcoming	fashions	(ibid).	
Marketisation	was	becoming	 increasingly	common	 in	 theatre	at	 the	 time;	 responding,	
apparently,	to	the	desire	among	middle-class	women	to	imitate	the	dress	of	the	leading	











Indianapolis	 Journal	 humorously	 reported	 that	 Langtry	 had	 indeed	 been	 reluctant	 to	
















than	Langtry,	arguing	 it	to	be	the	writers’	fault	 ‘that	more	was	not	made	of	the	 lady’s	
jewellery	and	her	fondness	for	wearing	it	all	early	in	the	play’	(ibid).	Dithmar	complained	










‘[t]he	presentation	of	 the	actress	 took	precedence	over	 that	of	 the	character’	 (38).	 It	
remains,	however,	that	Langtry	was	a	great	draw	for	audiences	who	went	to	see	the	play.	
Even	while	condemning	Gossip	as	an	altogether	‘bad	play,’	the	Chicago	Tribune	attested	





the	primary	draw	 for	audiences	 to	see	 the	play	 (“Mrs.	Langtry’s	New	Play	a	Success,”	
“Theatre	Royal,”	“Amusements	in	Birkenhead,”	“Our	London	Letter”).	As	Clement	Scott	
suggested	 in	 the	 Illustrated	 London	 News,	 ‘the	 play	 owed	 much	 to	 her’	 and	 her	
performance	 in	 Britain	 granted	 her	 another	 ‘step	 up	 the	 ladder	 of	 fame’	 (“The	
Playhouses”).		
Likewise,	 the	 enticement	 of	 Langtry’s	 wardrobe	 was	 much	 the	 same	 for	
theatregoers	 in	 Britain	 as	 in	 America.	 Throughout	 April,	 two	 months	 before	 Gossip	
premiered	 in	 the	UK,	an	article	circulated	describing	Langtry’s	costumes	as	 ‘prophetic	
frocks,’	predicting	fashions	‘four	months	hence’	(“Up-to-Date	Dresses,”	“Fashions	Four	














Shakespeare32	 actors	 in	 the	 Fin	 de	 Siècle,	 Duncan	 argues	 that	 Kendal	 ‘consistently	
polarize[d]	herself	and	Langtry’	(48).	Langtry’s	celebrity	status	as	an	actress	was	founded	
on	her	notoriety	as	a	 social	beauty,	and	 fuelled	by	 the	 rumours	of	her	affair	with	 the	
Prince	of	Wales.	According	to	Duncan,	both	Kendal	and	Langtry	women	had	social	links	
with	aristocracy,	but	Kendal	‘self-fashioned	as	a	kind	of	theatrical	aristocrat,’	emphasising	





















the	same	role	 indicate	 ‘the	beginnings	of	a	cultural	shift	 from	the	elevation	of	 female	




complimented	 Langtry’s	 improving	 style34.	 In	 America,	 the	 New	 York	 Times	 also	
complimented	 the	 actress’s	 ability,	 arguing	 that	 her	 performance	 ‘could	 scarcely	 be	
excelled’	(“Mrs	Langtry’s	Jewels”).		
With	 the	 play	 intended	 for	 Augustin	 Daly’s	 stock	 company,	 Fitch	 originally	









(“Gossip,”	 at	 the	Comedy”).	Pall	Mall	Gazette:	 ‘[Langtry’s]	performance	 is	 just	 about	
worthy	 of	 the	 piece,	 and	 far	 from	worthy	 of	 the	 Comedy	 Theatre’	 (“Gossip,”	 at	 the	
Comedy”).	
34	The	Globe	declared	that	Langtry	‘displayed	some	genuine	comic	gifts,’;	The	Era	argued	































Plays	 centring	 on	 female	 desire	 and	 transgression,	 in	 which	 the	 audience’s	




















Mrs	Barry	 articulates	 clearly	 that	 any	 fault	 lies	with	Gertrude,	 rather	 than	her	
husband.	Women	who	want	to	divorce	their	husbands,	she	argues,	are	guilty	of	needing	












anxieties	 about	 the	 effect	 of	 the	 same	 consumerist	 culture	 that	 apparently	 drove	
American	women	to	see	Langtry’s	plays.	
In	the	opening	scene	of	the	play,	Mrs	Barry’s	husband	describes	what	he	perceives	











under	a	magnifying	glass	and	 juggling	miniaturised	male	suitors	–	at	a	 time	when	 the	
‘demanding	and	capricious’	American	Girl	appeared	to	‘control	the	market	in	men	and	
consumer	goods’	(Beyond	the	Gibson	Girl,	40).	These	images,	suggests	Patterson,	made	
uncomfortable	 consumption	 for	 the	 male	 viewer.	 Conceived	 of	 as	 passive	 ‘desirous	
object’	yet	performing	the	active	role	of	‘sexual	selector,’	such	a	woman	might	continue	
to	browse	the	market	even	after	apparently	selecting	her	mate	(ibid).		
Such	 concerns	 resonated	 with	 the	 same	 set	 of	 fears	 that	 the	 new	 women	





















































divorce	 lies	 in	 the	 character	 of	 the	 husband:	 ‘Pennington	 was	 not	 a	 good	 man	 like	
Stanford,	or	Tom.	 If	he	had	been,	 I’d	have	hung	on	 to	him	 for	dear	 life’	 (ibid).	 In	her	
argument	that,	although	one	should	stay	with	a	‘good’	husband,	it	may	be	advantageous	
to	divorce	a	‘bad’	one,	she	neglects	to	define	precisely	what	constitutes	a	husband	‘bad’	
enough	 to	 divorce.	 Indeed,	 her	 earlier	 description	 of	 her	 own	 decision	 to	 divorce,	










that,	were	 her	 husband	 not	 the	 best	 possible	mate	 on	 offer,	 she	may	 be	 justified	 in	
divorcing	him.	However,	such	 justification	seems	almost	 impossible	to	secure	within	a	
social	 framework	 that	marks	 divorcees	 as	 self-serving,	 while	 threatening	 to	 ostracise	
them	 from	 ‘decent’	 circles.	 Complicating	 matters	 further,	 medical	 discourse	 on	
nervousness	equated	women’s	social	and	economic	independence	with	a	strain	on	the	
nervous	system	and,	therefore,	a	perceived	threat	to	their	health.	Gertrude	finds	balance	






























fallen	 woman	 narrative	 –	 became	 standard	 fare	 in	 late	 nineteenth	 century	 theatre	













male	 desire.	 Blanche,	 however,	 like	 other	 Fitch	 heroines,	 asserts	 a	 sense	 of	 her	 own	
autonomy	and	identity	that	goes	beyond	her	status	as	a	wife	and	signifier	of	masculinity.	










vaguely	 historical	 romance	 Barbara	 Frietchie	 (1899)	 returned	 to	 New	 York	 at	 the	
Academy	of	Music,	Ethel	Barrymore	starred	in	Captain	Jinks	of	the	Horse	Marines	at	the	
Garrick	Theatre	from	the	4th	of	February,	and	two	days	later,	on	the	6th	of	February,	the	
pastoral	 comedy	 Lover’s	 Lane	 premiered	 at	 the	Manhattan	 Theatre.	 Before	 the	 year	













string	of	 failed	 investments.	 Throughout	 the	play,	Mrs	Hunter	 contrives	 to	 regain	her	
financial	status,	first	arranging	for	her	daughter	to	marry	the	wealthy	social	climbing	Mr.	
Trotter,	and	then	by	marrying	him	herself.		
















Significantly,	 in	 doing	 so,	 Bingham	 also	 distanced	 herself	 from	 self-promoting	
celebrity	actress-managers	such	as	Lillie	Langtry	by	emphasising	a	desire	to	advance	her	
company	rather	than	herself:	‘I	wanted	a	play,	not	a	part;	[…]	I	wanted	something	for	the	






critical	William	Winter	 viewed	 the	 actress’s	 venture	 into	 theatre	 management	 as	 an	
ominous	symptom	of	the	encroaching	culture	of	celebrity	in	theatre:	












suit,	 theatre	managers	 increasingly	allowed	Fitch	 the	same	 level	of	artistic	control.	As	
Phelps	 suggests:	 ‘[a]fter	 the	 success	 of	 The	 Climbers,	 managers	 wisely	 left	 details	 of	
production	to	him.	When	a	new	play	was	accepted,	he	chose	the	cast	and	conducted	all	
rehearsals	as	an	absolute	dictator’	(175-6).	
The	 Climbers	 ran	 at	 the	 Bijou	 for	 a	 remarkable	 200	 performances.	Writing	 to	
Marguerite	Merington	during	 rehearsals	 in	December	1900,	 Fitch	declared	Bingham’s	
company	‘the	best	[he’d]	seen	in	N.	Y.,	for	many	years	or	ever!’	(Moses	and	Gerson	175”).	













Drawing	 attention	 to	 the	 critical	 prejudices	 against	 Fitch’s	 work	 –	 prejudices	
historically	attributable	to	William	Winter	and	the	Tribune	–	the	New	York	Times,	while	













across	 the	 Atlantic,	 the	 play	 opened	 in	 London	 at	 the	 Comedy	 Theatre	 on	 the	 5th	 of	















for	 all	 its	 apparent	 shortcomings	 (“Comedy	 Theatre.	 “The	 Climbers””;	 “The	 Climbers.	
American	 Satire	 as	 the	 Comedy	 Theatre”).	 A	 critic	 for	 the	 Illustrated	 Sporting	 and	


























realistically	–	a	quality	 that	Fitch	usually	 strove	 for	 in	 the	production	of	his	work.	The	
English	accents	and	mannerisms	of	the	cast	jarred	with	the	scripted	American	slang	and	
New	York	setting.	William	Archer	reproached	the	audience’s	response	as	‘wholly	unjust,’	






the	 climbers	 and	 their	 climbing’	 (“Clyde	 Fitch	 in	 his	New	Role	 as	 Foremost	 American	
Dramatist”).	Similarly,	in	London	the	Times	argued	that	the	title	of	the	play	‘suggests	a	
































Warden	 is	undoubtedly	 the	hero	of	 the	play,	and	Dearinger	positions	his	 long-






for	 a	 divorce	 stems	 from	 her	 desire	 to	 climb	 ‘after	 happiness	 and	 all	 it	 brings’	 (ibid,	
emphasis	original).		


















	 Nevertheless,	 Blanche,	 the	 heroine	 and	 would-be	 divorcee	 of	 The	 Climbers,	

















of	 fashion,’	 aligns	 her	 ideologically	 with	 suffragist	 demands	 for	 autonomy	 and	 self-
expression	within	marriage.	Social	views	on	the	role	of	the	wife	had	already	undergone	
significant	 changes	 since	 the	mid-nineteenth	century,	and	would	continue	 to	 shift.	As	
Patterson	highlights:	
By	 the	 1920s,	 increasing	 numbers	 of	 social	 theorists	 rejected	 the	 idea	 that	
marriage	 meant	 an	 emotionally	 detached	 father	 exerting	 his	 right	 to	 familial	
control	and	a	submissive	mother	dutifully	tending	the	house	and	children,	in	favor	




defended	 ‘a	 woman’s	 right	 to	 seek	 a	 divorce	 if	 she	 and	 her	 spouse	 had	 become	
irrevocably	estranged’	(ibid).	
The	reference	to	A	Doll’s	House	would	not	have	been	lost	on	Fitch’s	audiences.	







Themes	 of	 women’s	 autonomy	 and	 the	 right	 to	 divorce	 a	 bad	 husband	 were	
recurrent	 in	 a	 strand	 of	 fin	 de	 siècle	 literary	work	 by	American	women	 that	 included	





face	 as	wives	 and/or	mothers’	 (8).	 This	 is	 not	 to	 suggest,	 however,	 that	 such	writers	
located	motherhood	as	a	direct	source	of	oppression,	or	sought	to	encourage	women	
away	 from	 marriage	 and	 childrearing;	 Gilman	 later	 emphasised	 the	 importance	 of	
motherhood	to	the	development	of	society	in	her	1910	essay	“The	New	Womanhood”	
(Patterson,	The	American	New	Woman	Revisited	147).	
Like	 Gilman,	 Fitch	 positions	 motherhood	 and	 fatherhood	 as	 vital	 and	 noble	
pursuits.	To	be	a	mother,	or,	 indeed	a	wife,	does	not	necessitate	the	loss	of	Blanche’s	
identity;	rather,	 the	play	 implies	 freedom	of	choice,	and	freedom	of	expression,	to	be	
what	are	essential	 to	Blanche’s	 fulfilment	as	an	 individual.	To	stay	married	 to	Sterling	
when	she	would	choose	Warden	would	necessitate	the	loss	of	both	and,	in	the	final	act,	
Blanche	accordingly	evokes	a	bleak	picture	of	marriage	to	the	man	she	does	not	 love:	






Schwartz,	 Sterling	 is	 one	 of	 a	 number	 of	 Fitch	 characters	 that	 display	 obvious	
characteristics	of	neurasthenia	(Broadway	and	Corporate	Capitalism	73).	Portrayed	as	a	
volatile	man	without	 the	 strength	 to	 redeem	or	 rehabilitate	 himself,	 Sterling	 appears	
increasingly	 ‘under	 the	 influence	 of	 liquor,’	 and	 handles	 his	 wife	 roughly	 as	 he	 loses	
control	of	his	own	actions	(Fitch,	The	Climbers	23).	As	Schwartz	asserts:	‘Sterling	[…]	pays	














































Warden	 exemplifies	 Roosevelt’s	 conception	 of	 the	 ideal	 man:	 a	 strong,	 healthy,	 and	
honourable	American	(“The	Strenuous	Life”).	
In	the	final	act	of	the	play	the	dramatic	tensions	between	Blanche,	Sterling	and	














to	be	 told	 in	 the	play’	 following	 the	 climax	of	 the	 third	 act	 (“The	Climbers	and	When	
Knighthood	was	in	Flower”).		
In	London,	both	the	Era	and	the	Sketch	agreed	that	the	ending	was	poor,	with	the	
former	 describing	 the	 ending	 as	 ‘cheap	 and	 obvious’	 (“The	 Climbers”).	 Although	 the	
Times	applauded	the	‘fresh	and	ingenious	detail’	of	the	scene,	describing	the	suicide	as	a	
‘very	skilful	piece	of	theatrical	manoeuvring	[…]	on	the	part	of	Mr.	Fitch,	and	a	very	clever	
bit	 of	 acting,	 too,	 on	 the	 part	 of	 Mr.	 Sydney	 Valentine,’	 the	 critic	 was	 only	 ‘mildly	
interested	in	the	hapless	Mrs.	Sterling	and	her	tame	lover’	(“The	Comedy	Theatre”	7	Sept.	
1903).	For	the	majority	of	critics	on	both	sides	of	the	Atlantic,	the	key	interest	in	the	play	












mother	 and	 sister’s	 approval.	 Her	mother’s	 affirmation	 that	 ‘[w]e	 all	 have	 a	 right	 to	
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Ruth	 connects	 Blanche’s	 desire	 for	 divorce	 with	 the	 self-indulgence	 of	 fashionable	
society:		
The	watchword	of	 our	 age	 is	 self!	We	 are	 all	 out	 for	 ourselves;	 the	 twentieth	
century	is	a	glorification	of	selfishness,	the	Era	of	Egotism!	Forget	yourself,	and	

















audience	 to	make	 a	moral	 distinction	 between	 Blanche’s	 desire	 to	 escape	 a	 harmful	












	 Privileging	 the	 experiences	 of	 the	 male	 leads,	 both	 the	 American	 and	 British	




out,	 romantic	 triangles	were	 an	 established	 and	 familiar	 trope	 in	 nineteenth	 century	







offer	 increasingly	 liberal	 explorations	 of	 its	morality	when	 undertaken	 by	women.	 As	
such,	the	thematic	content	of	Fitch’s	productions	was	more	serious	and	socially	relevant	





The	 gendered	 divide	 between	 Fitch’s	 (male)	 critics	 and	 his	 (female)	 audience	
affected	the	reception	of	these	plays	throughout	his	career.	Despite	Fitch’s	most	fervent	
efforts	to	put	heroines	such	as	Blanche	in	positions	of	power,	to	portray	them	as	fully	
autonomous	 beings,	 his	 intention	 was	 inevitably	 lost	 on	 the	majority	 of	male	 critics,	
though	not	on	the	women	in	the	auditorium	whose	patronage	in	New	York	saw	the	play	























threatened	 even	 more	 to	 disrupt	 the	 sanctity	 of	 the	 domestic	 home,	 blurring	 the	
distinction	between	the	respectable	middleclass	housewife	and	the	courtesan.		
Further	 developing	 the	 theme	 in	 The	Moth	 and	 the	 Flame	 (1898)	 and	 Sapho	
(1901),	Fitch	scrutinised	the	psychology	and	social	fate	of	fallen	women	in	greater	detail,	
and	with	significant	dramatic	impact.	Sapho,	with	its	leading	lady	Olga	Nethersole,	incited	
voyeuristic	 fascination	 and	 moral	 outrage,	 culminating	 in	 the	 spectacle	 of	 a	 well-
publicised	and	 infamous	 indecency	trial.	As	 in	A	Modern	Match	and	The	Climbers,	 the	
merit	of	the	heroine	is	determined	through	her	commitment	to	her	child,	a	signifier	of	









Fallen	Woman	on	Stage”	222,	227;	 Johnson	21).	 Johnson	describes	 fallen	women	and	








During	 the	 Progressive	 Era	 in	 America,	 there	 was	 a	 marked	 fascination	 with	
‘prostitute’	plays,	and	the	nation	became	engrossed	with	the	experiences	and	fates	of	
courtesans.	 In	 her	 exploration	 of	 sexualised	 fallen	 women	 on	 the	 American	 stage,	
Johnson	 emphasises	 ‘the	 Progressive	 Era’s	 tendency	 to	 characterize	 so-called	 fallen	
women	as	prostitutes’,	citing	Belasco’s	Zaza	 (1898)	as	one	 instance	 in	which	a	 ‘fallen’	
heroine	was	portrayed	as	a	prostitute	in	the	press	(223-4).	Despite	receiving	no	money	
















to	 an	 inscribed	 ‘feminised	 passivity	 to	 secure	 the	 identity	 of	 the	 American	 bourgeois	









Middle	 and	 upper	 class	 American	 anxieties	 concerning	 the	 preservation	 of	
feminine	 propriety,	 and	 the	 potentially	 contaminating	 influence	 of	 certain	 forms	 of	
entertainment,	led	to	harsh	criticism	of	women,	both	on	stage	and	in	literature	–	any	who	
subverted	 the	 myth	 of	 female	 passivity	 and	 the	 asexual	 body	 of	 the	 American	 girl.	
Johnson	notes	the	trend	for	criticism	around	this	time	to	focus	on	a	particular	brand	of	
women,	common	to	the	brothel	drama:	those	she	dubs	‘sisters	in	sin’:	
What	 remains	 consistent	 to	 brothel	 drama	 –	 whether	 it	 actually	 depicted	 a	
brothel	 or	 not	 –	 is	 the	 centrality	 of	 the	 prostitute	 and	 various	 fallen	 woman	









Significantly,	 actresses	 such	 as	 Matilda	 Heron	 in	 1857,	 and	 Clara	 Morris	 in	 1874	









the	human	behaviour	and	motivations	of	 their	 fallen	women	 in	naturalistic	plays	 (ibid	
226).	
Fallen	women	 equally	 fascinated	 audiences	 across	 the	 Atlantic.	 Eltis	 identifies	
‘tale[s]	 of	 the	 tortured	 and	 doomed	 prostitute’	 in	 a	 variety	 of	 discourses	 including	
‘paintings,	 plays,	 novels,	 newspaper	 articles,	 and	 treatises	 on	medicine,	 religion,	 and	
social	 regulation’	 in	 Britain	 (ibid	 225).	 The	 heroine	 of	 Thomas	 Hardy’s	 Tess	 of	 the	
D’Urbervilles	(1892)	is	a	prime	example.	In	1897,	the	year	prior	to	the	premier	of	Fitch’s	
The	 Moth	 and	 the	 Flame,	 the	 first	 theatrical	 adaptation	 of	 Tess	 of	 the	 D’Urbervilles	




opening	 the	 play	 at	 the	 time	 of	 Angel	 Clare’s	 arrival	 at	 the	 Dairy,	 thus	 earning	
92	
	
‘contemporary	 critical	 praise	 for	 his	 suppression	 of	 the	 novels	 “offensive”	 incidents’	






	 Hardy	 depicted	 Tess	 as	 a	 seduced	 fallen	 woman,	 distinguishable	 from	 the	
adulteress	or	courtesan.	A	popular	narrative	in	the	late	Victorian	period,	the	seduction	
tale	typically	depicted	a	naive	young	lower	class	woman	seduced	and	ruined	by	a	wealthy	
upper	 class	 man.	 Odem	 argues	 that	 the	 seduction	 narrative,	 which	 had	 ‘long	 been	








actions,	 the	 seduced	 fallen	 woman	 was	 doomed	 from	 her	 moment	 of	 sexual	
transgression.	While	the	typical	consequence	for	fallen	women	of	any	‘type’	on	stage	was	
death,	 unmarried	working	 class	 British	 and	 American	women	 in	 society	who	 became	





Owing	 to	 the	work	 of	 social	 reformers,	 the	 prostitute	 and	 the	 seduced	 fallen	
woman	 became	 further	 conflated	 with	 one	 another,	 not	 as	 sexual	 deviants,	 but	 as	
innocent	victims;	as	Kunzel	suggests:	‘reformers	popularized	an	image	of	the	prostitute	
as	 the	 victim	of	male	 lust	 forced	 to	 live	a	 life	of	 shame’	 (20).	 In	 the	 context	of	 social	
reform,	the	shift	was	a	progressive	one	for	the	protection	of	women,	emphasising	the	









the	 fall,	 suggesting	 that	 female	 purity,	 once	 lost,	 cannot	 be	 regained.	 Of	 utmost	
significance	was	the	symbolic	separation	of	the	fallen	women	from	the	domestic	sphere:		
No	doubt	the	Victorian	 imagination	 isolated	the	fallen	woman	pitilessly	 from	a	
social	context,	preferring	to	imagine	her	as	destitute	and	drowned	prostitute	or	
errant	 wife	 cast	 beyond	 the	 human	 community,	 because	 of	 her	 uneasy	












prostitutes	and	working	 class	women.	As	 is	often	evident	 from	 the	press	 response	 to	





























always	 in	 the	 eyes	 of	 the	 critics.	 Such	 stagings	 not	 only	 suggested	 that	 the	 sexual	
experiences	 of	 unmarried	 women	 might	 go	 unpunished,	 but	 further	 troubled	 the	
dichotomy	of	the	housewife	and	the	prostitute.	














by	 a	 woman,	 only	 to	 find	 out	 she	 has	 a	 child	 fathered	 by	 another	man.	 In	 the	 final	

















the	previous	 chapter,	 Fitch	called	 fallen	men	 to	account	 for	 their	 sexual	 and	 financial	
transgressions,	staging	their	suicides	and	social	expulsions	 in	The	Moth	and	the	Flame	
and	The	Climbers,	and	–	as	I	will	discuss	in	the	final	chapter	of	this	thesis	–	he	returned	to	
the	 same	 themes	 in	 his	 final	 play	 The	 City	 (1909).	 The	 fallen	 man	 emerged	 in	 the	
‘progressive’	drama	of	the	fin-de-siècle	(D.	Lawrence	889).	D.	Lawrence	has	explored	this	
theatrical	 trope	 in	 contrast	 to	 the	 fallen	 woman	 in	 late	 nineteenth	 century	 drama.	
Referring	in	his	analysis	to	the	work	of	playwrights	such	as	Wilde,	Pinero,	Ibsen,	Jones,	
and	Grundy,	D.	Lawrence	asserts	that	the	fallen	man	became	the	subject	of	a	group	of	
plays	 by	middle-class	male	 authors	 whose	 plays	 scrutinised	 the	morality	 of	 upper	 or	
leisure	class	men	(889).		
As	men,	 and	 as	members	 of	 the	middle	 or	 upper-class,	 such	 characters	were	
privileged	 in	 narratives	 of	 male	 authors;	 in	 contrast	 to	 the	 fallen	 woman,	 asserts	 D.	
Lawrence,	‘the	upper-class	fallen	man	is	nearly	always	reclaimed	through	the	auspices	of	
female	 purity’	 (ibid	 896).	 Though	 he	may	 attempt	 suicide,	 he	 ‘is	 nearly	 always	 saved	
through	the	intervention	of	a	good	woman	who	sets	out	to	reform	him’	(ibid	889).	It	was	
a	 trend	 that	D.	 Lawrence	 attributes	 largely	 to	 the	 need	 for	 authors	 to	 pander	 to	 the	
conscience	and	ambitions	of	the	‘philandering	male	in	the	audience’	(896).		
As	 indicated	 in	 the	previous	chapter,	and	as	 I	will	 further	explore	here,	Fitch’s	














presented	his	 audience	with	 another	 ‘level-headed’	 heroine	with	 a	 decision	 to	make.	
Where	Blanche	in	The	Climbers	would	waver	between	two	men,	leaving	the	final	decision	
somewhat	up	to	 fate,	Marion	 in	The	Moth	and	the	Flame	was	calm	and	resolute.	 In	a	
climactic	scene	in	the	second	act,	Marion’s	wedding	to	the	wealthy	philanderer	Fletcher	
is	interrupted	by	the	entrance	of	his	former	fiancé	Jeanette,	child	in	tow,	at	a	key	moment	














Fitch's	 characterisation	 of	 fallen	 woman	 Jeanette	 was	 that	 of	 a	 sympathetic	





while	 necessarily	 also	 diminishing	 her	 experiences.	While	 critics	 praised	 the	play	 as	 a	




When	 The	 Moth	 and	 the	 Flame	 first	 premiered	 at	 the	 Chestnut	 Theatre	 in	
Philadelphia	on	the	14th	of	February	1898,	it	was	to	an	extensive	audience,	whose	number	
was	only	 limited	 ‘by	 the	 seating	capacity	of	 the	house’	 (““The	Moth	and	 the	Flame.”:	
Clyde	Fitch’s	new	Play	Successfully	Presented	in	Philadelphia.”).	Owing	to	the	‘positive	
sensation’	of	the	opening	night,	the	Theatrical	Syndicate	booked	the	play	for	the	Lyceum	





























noted	 ‘the	extravagance	of	 the	dialogue’	 and	 complained,	most	 significantly,	 that	 the	
characters	of	the	play	did	not	succeed	in	eliciting	the	sympathies	of	their	audiences	(“The	
Drama”	 8	 May,	 “The	Week	 at	 the	 Theatres”	 17	 April).	 Scottish	 critic	 William	 Archer	

























Preceding	 the	 church	 scene,	 the	 opening	 act	 introduces	 the	 characters	 in	 the	
middle	of	a	‘children’s	party’	at	the	Waltons’	in	which	the	adult	guests	are	all	dressed	in	









that	 Jeanette	 will	 not	 have	 to	 endure	 an	 abusive	 husband;	 Fletcher	 will	 ‘sail	 on	 to-
morrow’s	steamer’	(Fitch,	The	Moth	and	the	Flame	59).	




“logical,”’	 Dithmar	 argued	 that	 ‘nobody	 cares	much	 for	 her’	 (ibid).	 The	 disappointed	
critical	opinion	of	Marion	is	one	that,	to	some	extent,	pervaded:	Dearinger	argues	that	it	
is	‘not	without	cause’	that	Marion	is	referred	to	as	a	‘stick’	in	the	play,	citing	her	charity	
work	and	devotion	 to	Fletcher	as	evidence	 that	 she	 comes	across	as	 ‘too	good	 to	be	
human’	 (174).	 Fitch’s	 narrative	 makes	 it	 clear	 that	 Marion	 is	 socially	 minded	 and	







The	 Climbers,	 Marion	 is	 situated	 within	 a	 triangular	 relationship,	 with	 Fletcher	 and	
Douglas	 competing	 for	 her	 love	 and	 hand	 in	 marriage.	 In	 the	 first	 two	 acts,	 Marion	
emphases	the	rivalry	between	the	two	men,	privileging	their	narratives	over	hers.	Marion	
is	 rendered	 essentially	 powerless,	 unable	 effectively	 to	 assert	 her	 own	 sense	 of	

















asserted,	 as	 he	 attempts	 to	 blackmail	 her	 into	 marriage	 threatening	 to	 expose	 her	
through	knowledge	of	her	father’s	crimes46:	‘I	won’t	leave	the	house	because	it’s	mine.	
And	so	will	you	be!	[…]	I’ll	buy	you	with	your	father’s	reputation!’	(Ibid	54).	
	 Fletcher	 shows	 himself	 to	 be	 most	 reprehensible,	 however,	 when	 he	 strikes	
Jeanette:	‘He	strikes	Jeanette	a	blow	[…]	Jeanette	falls	when	struck.	The	child	clings	with	



















the	 1950s,	 directors	 were	 still	 reluctant	 to	 stage	 the	 striking	 of	 a	 woman	
(Broadway	and	Corporate	Capitalism	180).		
	
Despite	 this,	 critics	 found	 Fletcher	 a	 compelling	 and	 somewhat	 appealing	
character.	The	Era	called	him	a	‘graceful	and	gentlemanly	villain’	and	the	Evening	Star	
described	him	as	both	an	‘honorable	and	dishonourable	man	of	the	world’	(“American	






‘certain	 sympathetic	 traits	 of	 character	 and	 excusability	 of	 motive’	 (“Affairs	 of	 the	
Theatre”).	 These	 comments	 imply	 the	 critics’	 willingness	 –	 or	 at	 least	 a	 desire	 –	 to	
overlook	 Fletcher’s	 misdeeds	 that	 stems	 from	 the	 villain’s	 social	 position	 and	
‘gentlemanly’	charm.	
Indeed,	Schwartz	argues	that	critics	sympathised	with	Fletcher	 in	part	because	











immoral’	 in	 contrast	 to	 the	 more	 moral	 and	 physically	 robust	 men	 of	 the	 emerging	
middle-class	(D.	Lawrence	889).	










father,	 like	 Sterling	 in	The	 Climbers,	 faced	 financial	 ruin,	 public	 disgrace	 and	 a	 prison	
sentence	after	embezzling	money	to	speculate	on	the	stock	markets.	Fletcher	marked	
the	similarities	between	 the	 two	characters	and	argued	 that	Mr	Walton	had	 ‘cheated	
those	very	people	who	loved	him’:	‘that’s	only	what	I	did.	He	was	no	better	than	I’	(Fitch,	
The	Moth	and	the	Flame	55).	The	impact	of	Walton’s	suicide	was	apparent	in	the	reaction	















became	 increasingly	 common	 among	 writers	 of	 this	 period.	 Impoverished	 orphans	

















With	 Jeanette,	 Fitch	 drew	 on	 the	 sympathies	 of	 her	 audience	 through	 her	
emotive,	melodramatic	outpourings	in	the	wedding	scene.	The	Sun	referred	to	her	simply	











quietly	 dressed’	 (Fitch,	 The	 Moth	 and	 the	 Flame	 38).	 Her	 pretty	 but	 unaffected	









Where	 the	 Evening	 Star	 categorised	 Jeanette	 as	 a	 ‘loving	 and	 weak	 woman,’	
Marion	was	 ‘the	 strong,	 loving	woman,	who	works	 for	 the	poor	 in	 the	 slums,’	 and	 ‘is	





willed	 young	woman	 of	 the	 present	 hour’	 (““The	Moth	 and	 the	 Flame.”	 The	 ‘Society	
Drama’	by	Clyde	Fitch	Acted	at	the	Lyceum	Theatre”).	








finding	a	mate	 than	with	her	own	academic	education.	As	 I	described	 in	 the	previous	
chapter,	educated	and	socially	active	middle-class	white	women,	particularly	those	who	
attended	 college,	 risked	 their	 reproductive	 health	 according	 to	 physicians.	 As	 Smith-
Rosenberg	asserts,	 the	college	woman	 ‘who	 favoured	her	mind	at	 the	expense	of	her	
ovaries’	risked	destabilising	her	‘delicate	physiological	balance’	and	suffering	the	physical	
consequences:	 ‘Her	 overstimulated	 brain	 would	 become	 morbidly	 introspective.	












































	 Sapho	 (1900),	 an	 adaptation	 of	 the	 French	 novel/play	 by	 Alphonse	 Daudet,	
proved	to	be	the	most	controversial	play	of	Fitch’s	career.	Fitch’s	natural	portrayal	of	the	
sexually	 experienced	 and	 thus	 morally	 ambiguous	 model	 Fanny	 LeGrand	 (Sapho),	 as	
performed	by	English	actress	Olga	Nethersole,	caused	a	sensation	and	moral	outrage	in	
New	York.	The	most	contentious	scene,	at	the	end	of	the	first	act,	saw	the	young	and	






well	 to	Nethersole’s	naturalistic	portrayal	of	 the	heroine.	Where	Daudet	 intended	his	
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The	 second	 act,	 taking	 place	 some	 months	 later,	 reveals	 the	 pair	 apparently	
residing	 together	 secretly	 in	 Jean’s	 Parisian	 flat.	 Jean’s	 family,	 however,	 wish	 him	 to	
return	 home	 to	 marry	 the	 young	 Irene.	 When	 Jean	 realises,	 through	 the	 unwitting	
intervention	of	Dechelette	–	the	host	of	the	first	night’s	party	–	that	his	Fanny	and	the	

















and	 well-balanced	 performance’	 with	 settings	 and	 costumes	 of	 ‘the	 highest	 order’	
(““Sapho”	in	Chicago”).	The	play,	it	was	declared,	would	be	‘a	permanent	success’	(ibid).	
From	there,	Sapho	toured	a	number	of	other	venues	before	premiering	in	New	York	at	









a	 call	 for	 censorship	 of	 Fitch’s	 play.	 The	 ‘yellow	 page’	 newspaper	 accused	 Sapho	 of	
‘corrupting	 the	 public’s	 morals,	 defiling	 the	minds	 of	 youth,	 of	 indecency,	 depravity,	
levity,	 and	 unaesthetic	 influence’	 (World	 7	 Feb	 1900	 14,	 cited	 in	 Saxon	 737).	
Subsequently,	on	the	21st	of	February	1900,	Olga	Nethersole	and	her	co-star	Hamilton	
Revelle	 were	 arrested	 along	 with	 Nethersole’s	 tour	 manager	 and	 the	 manager	 of	


























of	morbid	 delirium,’	Winter	 turned	his	 criticism	 to	 other	 actresses,	 ‘too	numerous	 to	
mention’	who	‘have	wrought	in	the	same	vineyard	of	eleemosynary	labor,	and	with	like	
results’	(Wallet	of	Time	311).		














the	 inevitable	result	of	breaking	the	 laws	or	the	commandments’	 (ibid).	Fitch’s	Sapho,	
however,	inspired	something	far	more	controversial	than	fear	or	disgust.	As	a	reviewer	
of	the	New	Orleans	production	asserted,	Fanny	Legrand	‘wholly	wins	the	sympathies	of	
the	 audience’:	 ‘Miss	 Nethersole	 and	 Clyde	 Fitch	 between	 them	 make	 a	 woman	 so	






fallen	 seductress,	 according	 to	 the	 Telegraph,	 increased	 the	 immorality	 of	 the	
production:	‘The	audacity	of	the	story	of	“Sapho”	is	supposed	by	the	realism	of	the	stage.	
[…]	 [Nethersole]	 is	 the	 incarnation	 of	 the	 “woman	 with	 a	 past,”	 and	 the	 character	
becomes	 the	more	pernicious	by	 reason	of	her	naturalness’	 (“Sapho”).	The	Cincinnati	
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described	 those	who	advocated	 tainted	plays	on	 the	grounds	of	didacticism	as	 ‘weak	
sisters	 of	 the	 male	 sex,	 or	 of	 no	 sex	 at	 all’	 (ibid	 315).	 Drawing	 also	 on	 imagery	 of	
‘emasculated	puppies’,	Winter’s	comments	associate	the	purveyors	and	consumers	of	
plays	 such	as Sapho not	only	with	perversion,	but	 also,	more	 specifically,	with	 sexual	
‘inversion’	 and	 a	 lack	 of	masculine	 potency	 (ibid).	 His	 claims	 echo	 the	 gender	 biased	



















(2016),	 attribute	 the	 scandal	 to	 the	 actions	 and	 public	 opinion	 of	 Nethersole,	 Saxon	


















time	 and	 setting,	writing	 everything	 from	a	 historical	 Civil	War	 romance	 to	 a	 frontier	
western.	 Diverse	 as	 they	 were,	 however,	 for	 the	 large	 part	 his	 productions	 were	
116	
	





While	 the	 American	 reception	 of	 Sapho	 has	 been	 well	 explored	 by	 Houchin,	
Johnson,	Saxon,	and	Dearinger,	the	London	production,	which	occurred	two	years	later	








and	ends	with	a	waltz.	While	some	critics	were	 impressed48	with	 the	spectacle	of	 the	
scene,	others	struggled	to	see	its	significance.	The	Globe	argued	that	the	entire	opening	
act	 ‘should	 be	 excised,’	 the	 Stage	 found	 it	 ‘of	 little	 value	 to	 the	 play	 considered	
dramatically,’	and	the	Sketch	called	 it	 ‘needless	and	silly’	 (“Adelphi	Theatre.	“Sapho””;	
“London	Theatres”;	“The	Stage	from	the	Stalls”	7	May	1902).	By	comparison,	the	opening	








of	 the	 scene	 –	 as	 Jean	 carried	 Fanny	up	 the	 spiral	 stairs	 –	 	were	met	 in	 at	 least	 one	
instance	with	 ‘ribald	outbursts	 from	 the	gallery’	 (“Amusements:	 The	Tulane	Theatre”;	
undated	clipping,	Cincinnati	Inquirer).	
The	 staircase	 scene	 in	 New	 York,	 although	 effective	 and	 often	 drawn	 out	 by	
Nethersole,	had	been	relatively	brief	within	the	context	of	the	play.	By	comparison,	the	
insertion	of	all	the	revelries	in	the	opening	act,	which	included,	in	addition	to	the	lengthy	
chorus	 and	 the	 dance,	 a	 recitation	 of	 a	 four	 verse	 poem,	 extended	 the	 opening	 act	
significantly.	 In	 addition,	 owing	 to	 the	 excision	of	 the	 staircase	 scene,	 the	 second	act	
began	with	a	lengthy	discussion	between	Jean	and	his	uncle	which	included	a	monologue	
from	 Jean	 describing	 the	 night	 he	 carried	 Fanny	 up	 the	 stairs	 (Fitch,	 Sapho,	 Lord	
Chamberlian’s	Plays,	1900-68,	45-46).	On	opening	night,	the	play	was	too	long	–	the	Stage	
called	 it	 ‘unnecessarily	 drawn	 out’	 –	 not	 finishing	 until	 after	 midnight	 (“London	
Theatres”).	 The	Tatler	critic	 lamented	 that	he	 ‘sat	 through	 four	mortal	hours’	 (J.M.B.,	
“The	Return	of	Miss	Nethersole	and	Mr.	Hawtrey”).	
Tired	and	frustrated	by	the	end	of	the	play,	some	of	the	audience	–	identified	as	













that	 year,	 it	 generated	 some	 controversy49	 	 –	 though	 it	 did	 not	 struggle	 to	 gain	 an	
audience	–	owing	largely	to	a	very	brief	review	of	the	play	in	Freeman’s	Journal:	‘the	only	
advice	which	can	be	tendered	to	the	public	in	reference	to	the	performance	is	to	stay	
away	 from	 it’	 (“The	 Gaiety	 Theatre”).	 	 For	 the	most	 part,	 however,	 reviewers	 of	 the	
London	production	seemed	perplexed	by	its	reception	in	New	York.		









the	 relationship	 between	 art	 and	 morality,	 with	 a	 small	 number	 defending	 Fitch’s	
production	with	the	aesthetic	defence	‘art	for	art’s	sake,’	for	the	Times,	Sapho	was	simply	
‘bad	art’	(“Adelphi	Theatre”).	The	Sketch	argued	that	of	all	Fitch’s	plays,	none	were	‘quite	















showcase	Nethersole’s	 ‘showy’	 talents	 (“An	Actress,	 and	 Two	Plays”;	 ““Sapho”	 at	 the	
Adelphi”	Illustrated	London	News,	10	May	1902).	
Nethersole	was	undoubtedly	a	significant	draw	for	audiences	 in	the	UK	and	on	










for	 many	 critics	 in	 London,	 Nethersole’s	 acting	 lived	 up	 to,	 and	 even	 surpassed	
































technique,	 and	 endlessly	 willing	 to	 offer	 instruction	 on	 how	 she	 might	 improve	 it,	
journalist	 and	 social	 reformer	 Florence	 Fenwick	Miller,	 or	 ‘Filomena’,	 writing	 for	 her	
“Ladies’	Page”	in	the	Illustrated	London	News,	came	to	the	actress's	defence.	For	Florence	
Miller,	Nethersole’s	performance	surpassed	any	of	those	by	French	actresses	Gabrielle	
Rejane	and	 Jane	Hading,	or	 indeed	 ‘any	other	actress	at	present	 to	be	seen’	 (“Ladies’	

















from	 the	 novel	 was	 noted	 in	 a	 number	 of	 reviews50.	 Dearinger	 outlines	 the	 key	
differences	between	the	two	heroines,	noting	that,	in	contrast	to	Fitch	and	Nethersole’s	
attractive	and	‘warm-hearted’	Fanny	Le	Grand,	Daudet’s	was	‘pathetic	but	calculating	and	
hardened	 by	 experience’,	 showed	 visible	 signs	 of	 age	 and	 physical	 decay,	 and	 had	
initiated	romantic	relationships	with	women	as	well	as	men	(204).	
In	 the	 original	 version	 of	 the	 script,	 Sapho	 ends	 with	 Jean	 awaking	 with	 the	















out	 and	 is	 hurrying	 past	 the	window,	with	 her	 handkerchief	 to	 her	 eyes,	 and	































as	 ‘exhausted’	 as	 having	 ‘loved	 too	 much,’	 incapable	 of	 any	 more	 self-sacrifice	 or	
performance	for	the	sake	of	men	(ibid	4;18).	Fanny’s	desire	for	life	outside	married	life	
with	Flamant	and	their	child	in	a	‘pretty	house	in	the	country’	resonates	with	her	failed	










Fanny	 to	marry	 Jean	 in	 earnest,	 arguing	 that	 ‘nobody’d	 be	 the	 wiser’	 and	 she	 could	
continue	her	‘marriage’	in	all	its	respectability	(ibid	3;8).	That	Fanny	has	so	successfully	
masqueraded	as	a	respectable	married	woman,	and	that	she	could	so	easily	continue	to	








the	 model	 and	 the	 structuring	 impulses	 that	 participated	 in	 its	 formation’	 (“Sexual	
Transgression”	736).	
Highlighting	 the	 performative	 nature	 of	 their	 ‘married’	 life	 in	 the	 countryside,	
Fanny	describes	herself	as	‘pretending’	‘for	Jean’s	sake’	(Fitch,	Sapho	3;37).	Rather	than	












As	much	as	 she	may	have	 idealised	men,	Fanny,	 in	 turn,	has	been	 idealised	 in	
many	conceptions	by	 the	men	she	 fascinated.	 In	 the	opening	 scene,	 the	men	 literally	
place	her	on	a	pedestal,	 in	place	of	the	goddess	Aphrodite,	and	she	has	functioned	 in	
various	guises	as	a	muse,	inspiring	a	number	of	poems	as	well	as	the	statue	of	the	Greek	
poet	 Sappho,	 her	 namesake.	 Her	 relationships	 have	 necessitated	 the	 repeated	










Fanny,	 as	 a	 heroine,	 resists	 categorisation,	 and	 thus	 challenged	 fin-de-siècle	
definitions	of	femininity.	In	her	many	contradictory	incarnations,	both	in	the	play	and	in	
the	press,	as	temptress,	seductress,	fallen	woman,	repentant	sinner,	domestic	wife,	and	
American	 girl,	 no	 single	 identity,	 arguably,	 rings	 truer	 than	 any	 other.	What	 is	 most	
significant	is	her	newfound	devotion	to,	and	love	for,	her	child.	It	is	as	a	mother	that	Fitch	
establishes	her	most	 firmly	by	 the	end	of	 the	play,	 and	 indeed,	 in	 London,	 the	Stage	
described	Nethersole	portraying	‘long-suppressed	maternal	fondness’	with	‘true	feeling’	


















legitimate	mother	 and	 wife.	Most	 importantly,	 Fitch’s	 narrative	 allows	 her	 to	 do	 so.	













groundwork	 for	 the	 controversially	 sympathetic	 seductress	 may	 be	 found	 in	 Fitch’s	



























blurred	 the	 lines	 between	 his	 idealised	 and	 transgressive	 heroines,	 staging	 seemingly	
perfect	American	Girls	with	‘hidden’	defects:	Jinny	has	a	jealous	disposition;	Becky	lies	
compulsively.	
The	 work	 of	 geneticists	 in	 the	 latter	 half	 of	 the	 nineteenth	 century	 led	 to	
widespread	acceptance	that	character	traits	such	as	these	could	be	inherited,	in	the	same	
manner	as	physical	characteristics.	In	1866,	Austrian	scientist	Gregor	Mendel	published	
experiments	 that	 outlined	 basic	 laws	 of	 inheritance.	While	 his	work	 initially	 had	 little	
influence	 in	 the	 scientific	 field,	 in	 1900	 three	other	 scientists51	 rediscovered	his	work	
independently,	 each	 publishing	 studies	 that	 reaffirmed	 the	 notions	 of	 heredity	 and	







UK,	 was	 procured	 largely	 from	 eugenic	 discourse	 in	 which	 heredity	 theory	 provided	














Heredity	 theory	brings	 together	 three	overlapping	 issues	 that	directly	 concern	
dramatists,	 namely,	 visibility	 and	 spectatorship,	 the	 place	 of	 the	 past	 in	 the	
embodied	 present,	 and	 autonomous	 identity	 and	 agency.	 […]	 [F]or	 modern	
American	dramatists	in	particular,	the	tremendous	cultural	excitement	generated	






















The	 British	 and	 American	 Eugenic	 movements	 of	 the	 early	 twentieth	 century	 each	
responded	to	an	apparent	‘problem’	in	society,	‘usually	framed	as	a	serious	degeneration	
of	quality,	 commonly	 intelligence,	 that	was	already	happening	and	would	 lead,	unless	
checked,	to	national	or	racial	disaster’	(Harper	406).	While	Eugenic	groups	surfaced	in	
both	 the	UK	 and	 the	US,	momentum	 in	 the	US	was	 far	more	pronounced,	with	 each	
growing	in	response	to	differing	social	concerns.	
In	the	UK,	eugenic	measures	were	largely	suggested	in	response	to	constructed	
concepts	of	degeneration,	 as	 they	pertained	 to	 the	 lower	 classes	 in	particular.	British	
sociologist	Francis	Galton	first	coined	the	term	eugenics	as	early	as	1883.	Influenced	by	
the	evolutionary	theories	of	his	cousin	Charles	Darwin,	Galton	suggested	that	desirable	
characteristics	 were	 to	 be	 found	 among	 Victorian	 aristocracy,	 while	 high	 birth	 rates	
among	the	supposedly	unintelligent	working	classes	posed	a	threat	to	British	society.	In	

































moral	 sin,	 fin	 de	 siècle	 sexologists	 insisted	 it	 was	 a	 physiological	 condition	 (Smith-
Rosenberg	269).	Notably	in	Psychopathia	Sexualis	(1886),	Krafft-Ebing	described	what	he	
termed	‘congenital	homo-sexuality’	as	‘a	functional	sign	of	degeneration,	and	as	a	partial	
manifestation	of	neuro-psychopathic	 state,	 in	most	 cases	hereditary’	 (225).	As	 Smith-
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Rosenberg	 demonstrates,	 such	 arguments	 continued	 to	 equate	 homosexuality	 with	
notions	of	depravity:	
[Sexologists]	 insisted	 that	 sexual	 perversity,	 especially	 homosexuality,	 was	 a	
physiological	 abnormality	 […]	 commonly	 it	 constituted	 a	 vicious	 form	 of	




theorists	 and	 eugenicists	 who	 framed	 homosexuality	 as	 a	 degenerate	 perversion,	 a	
number	of	scientific	and	personal	defences	of	homosexuality	were	published	in	the	US.	
Perhaps	most	 notably,	 under	 the	 pseudonym	 Xavier	Mayne,	 Edward	 Irenaeus	 Prime-
Stevenson	published	The	Intersexes:	A	History	of	Similisexualism	as	a	Problem	in	Social	
Life	(1908).		
Opposed	 to	 the	 notion	 that	 same-sex	 love	 should	 warrant	 a	 felony,	 Prime-
Stevenson	 offered	 various	 historical	 and	 contemporary	 accounts	 of	 gay	 and	 lesbian	
individuals.	 Like	 Krafft-Ebbing,	 Prime-Stevenson	 argued	 that	 homosexuality,	 or	
‘uranianism’53,	 could	 be	 inherited	 (39,	 153).	 Seeking	 to	 make	 a	 distinction	 between	
sexuality	and	morality,	however,	Prime-Stevenson	argued	 ‘similisexual	 impulses’	 to	be	
‘ineradicable’	and	not	indicative	of	‘physical,	intellectual	or	moral	degeneracy	(71,	153,	
409).	 In	 this	 instance,	 heredity	 theory	 was	 utilised	 by	 the	 author	 not	 to	 condemn	
homosexuality,	but	to	defend	it.		
	 Even	 while	 defending	 male	 and	 female	 same-sex	 attraction,	 however,	 Prime-
Stevenson	 berated	 ‘effeminacy’	 and	 ‘un-virility’	 as	 ‘shameful’	 in	 comparison	 to	 the	
masculine	ideals	of	‘bodily	vigour	and	sexual	force,	[…]	aggressive	mental,	physical	and	
																																																						






































heroines	 for	 their	 genetic	 weaknesses,	 Fitch	 staged	 Jinny	 and	 Becky	 sympathetically,	
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damning	 instead	 the	 husbands	 who	 demanded	 an	 out-dated	 and	 rigid	 model	 of	
perfection.	Where	critics	struggled	at	times	to	accept	the	happy	ending	afforded	to	these	
heroines,	 Fitch’s	 plays	 offered	 a	 narrative	 counter	 to	 eugenic	 discourse	 in	 which	





of	 American	 Girl	 iconography,	 with	 ‘American	 Girl	 plays’	 having	 ‘overwhelmingly	
dominated	the	most	successful	phase	of	[Fitch’s]	career’	(“Clyde	Fitch’s	Too	Wilde	Love”	
44).	At	the	turn	of	the	century,	such	American	girlhood	was	epitomised	in	the	drawings	
of	 Charles	Dana	Gibson.	Gibson’s	 pen	 and	 ink	drawings	of	 the	 so-called	 ‘Gibson	Girl,’	
promoted	 ‘independence,	 self-actualisation,	 and	 sexual	 assertiveness’	 while	 still	
conveying	a	sense	of	maternal	duty	(Patterson,	Beyond	the	Gibson	Girl	31,	37).	
	 Visually,	 the	 Gibson	 Girl	 represented	 white	 middle-class	 ideals	 of	 American	
femininity.	Patterson	defines	her	as	 ‘the	pinnacle	of	evolutionary	accomplishment	 […]	













the	media	was	 not	 an	 uncommon	one	 (“Mrs.	 Bloodgood	Discusses	 Costumes	 for	 the	







icons	 to	 a	 deep	 rooted	 transvestive	 impulse	 that	 can	 be	 traced	 back	 to	 his	 own	
performances	in	female	roles	at	Amherst	college	(“Transvestite	Metteur-en-Scène	of	the	
Feminine”).	In	addition,	Marra	links	Fitch’s	stagings	of	American	Girlhood	to	the	images	




the	 playwright/director’s	 primary	 expertise	 lay	 in	 naturalizing	 the	 ideal	 or	



























or	overcome	her	apparent	 flaws.	Fitch’s	critics	 saw	the	ambiguity	 in	 the	 final	act	as	a	
fundamental	mistake	on	the	playwright’s	part.	Recent	critics,	too,	have	tended	to	view	
the	plays	in	this	light.	Dearinger	argues	that	‘[n]either	Jinny’s	final	repentance.	[…]	nor	




criticism	 shares	 with	 the	 American	 critics	 of	 Fitch’s	 own	 time	 is	 the	 idea	 that	 the	
reconciliation	between	the	married	couples	undermined	the	drama	of	the	preceding	acts,	
that	the	happy	ending	is	both	forced	and	tenuous.	















The	 closest	 either	 heroine	 comes	 to	 denouncing	 and	 eradicating	 her	 flaw	 is	
Becky’s	assertion	that	she	has	‘learned	to	loathe	[…]	and	be	afraid	of’	lies,	with	the	small	
promise:	‘I’ll	try’	(ibid	236).	What	Fitch’s	plays	suggest	as	the	catalyst	for	the	reunion	of	
the	 couples,	 and	 the	possibility	 of	 a	 happy	 future	 for	 the	heroines,	 is	 the	 rigid	moral	
husbands’	 surrender	 of	 their	 uncompromising	 ideals	 and	 unrealistic	 standards.	 The	





























turned-actress	 had	 successfully	 performed	 in	 supporting	 roles	 in	 both	 The	 Climbers	
(1901)	 and	The	Way	of	 the	World	 (1901),	 Fitch’s	 new	play	 thrust	Bloodgood	 into	 the	
spotlight	and	set	her	on	the	path	to	stardom.	The	play	premiered	on	Christmas	Day	at	the	
Savoy	in	1902,	and	stayed	there	for	a	very	successful	108	performances.	Fitch	called	it	his	
















Ruth	 also	 confides	 in	 Austin.	 She	 doesn’t	 reveal	 their	 marriage	 (even	 though	 she	 is	
unaware	of	why	it	must	be	kept	a	secret)	but	Austin	gathers	enough	to	intimate	that	she	
is	the	woman	Geoffrey	wishes	to	marry.	Austin	promises	to	help	both	parties	by	aiding	
Geoffrey	 in	 securing	 a	 divorce,	 and	 by	 keeping	 the	 secret	 even	 from	 his	 new	 wife.	
Unfortunately	 for	 everyone	 involved,	 Jinny	 has	 a	 naturally	 jealous,	 and	 therefore	
suspicious,	disposition.	
	 The	second	act	is	set	in	a	gallery	of	the	Italian	Vatican	museum,	with	the	Apollo	






























play	 and	Mrs.	 Bloodgood’s	 impersonation	 of	 the	 heroine’	 (“The	 Fecundity	 of	 Fitch”).	
Corbin	 summed	 up	 the	 reaction	 in	 a	 similar	 fashion:	 ‘It	 was	 called	 stupid,	 shallow,	
insincere,	 even	 obscene.	 None	 of	 the	 plays	 of	 the	 season,	 not	 even	 the	 foreign	
adaptations	and	the	dramatizations	of	un-dramatizable	novels,	has	received	so	general	a	
critical	lambasting’	(“Topics	of	the	Drama:	The	Public	and	Literary	Comedy”).		
The	 Sun,	 while	 admitting	 that	 the	 ‘large	 audience	 […]	 applauded	 the	 piece	












this	playwright	seems	to	see	 it,	being	compounded	by	vacuity	and	 fribble’	 (“All	About	
Green	Eyes”).		
Corbin	 argued	 the	 initial	 cold	 reception	 of	 the	 play	 to	 be	 owing	 not	 only	 to	





















Where	 critics,	 and	 even	 Corbin,	 had	 long	 expressed	 their	 dismay	 with	 Fitch’s	
apparent	tendencies	towards	melodrama	and	the	superficial,	towards	‘women’s’	drama	
and	the	sensational,	here	they	found	inklings	of	realism,	a	production	they	felt	they	could	




for	 coming	 out	 in	 defence	 of	 Fitch’s	 newest	 play	 ‘in	 the	 face	 of	 most	 of	 your	
contemporaries’	(“Mr.	Clyde	Fitch	and	the	Green	Eyed	Girl”).	This	man,	Theo.	Brunner,	
defended	the	realism	of	Austin’s	character	and	the	‘originality’	and	‘freshness’	of	the	play	




there	 has	 been	 steady	 advance	 in	 attendance,	 until	 large	 houses	 are	 now	 the	 rule’	
(“Topics	of	the	Drama:	Farewell	to	Duse”).	

















popularity	 of	 the	 apparently	 unworthy	 and	 debased	 drama.	 This	 new	 play,	 the	 press	
implied,	was	for	those	of	higher	intellect	and	breeding.	Corbin	continued	to	emphasise	
the	 intelligence	 and	breeding	of	 the	 audience	 in	his	 published	defences	 of	 the	play55	
alongside	the	New	York	Times’	publications	of	testimonies	from	respected	scholars	such	
as	 Phelps	 and	Matthews.	 By	 1904	 there	were	 reports	 of	 the	 Roosevelts’	 attending	 a	
showing	of	the	play	in	Washington:	‘Mrs	Roosevelt	and	her	guests	followed	the	action	of	
the	play	with	evident	appreciation’	(“Roosevelts	at	the	Theater”).	



















moving,	beautiful	 third	act	we	have	a	right	 to	expect	a	great	deal	more	 in	 the	 future’	
(“Prof.	Brander	Matthews	on	“The	Girl	with	the	Green	Eyes””).	American	poet,	Robert	
Adger	Bowen,	took	issue	with	Matthews’s	remarks,	arguing	that	‘Third	acts	[…]	do	not	




Opponents	 of	 the	 play	 argued	 that	 the	 final	 scene	 undermined	 the	 dramatic	
integrity	of	the	play,	all	for	the	sake	of	sentimentality.	The	scene,	in	which	Jinny	is	rescued	
from	her	suicide	attempt	and	begged	to	accept	her	husband’s	forgiveness,	neither	fit	with	














The	message	was	 liberal	 and	progressive.	 Fitch’s	 naturalistic	 narrative	made	 it	
clear	 that	 Jinny’s	 jealous	disposition	was	entirely	predetermined	by	her	heritage,	 and	
therefore	 unavoidable56.	 Significantly,	 the	 trait	 is	 present	 in	 both	 her	 parents.	 Early	









two	 years	 old,	 good-looking,	 manly,	 self-poised,	 and	 somewhat	 phlegmatic	 in	




















twentieth	 centuries,	American	women	 themselves	were	challenging	patriarchal	 family	
traditions,	 gaining	 independence	 and	 autonomy	 though	 access	 to	 education	 and	 the	
workplace,	as	well	as	the	right	to	divorce.	
Jinny	has	failed	to	live	up	to	Austin’s	expectations;	the	revelation	of	her	concealed	




















her	 technical	 resources	are	 taxed	 severely	 in	any	extended	dramatic	passage’	 (“Clyde	
Fitch	 Scores	Again”).	 	Many	others,	 however,	 disagreed	with	 the	Sun’s	 assessment	of	
Bloodgood’s	capabilities;	 the	Saint	Paul	Globe	described	Bloodgood’s	portrayal	of	 ‘the	





	 For	 many	 it	 seems,	 Fitch	 and	 Bloodgood	 did	 succeed	 in	 making	 Jinny	 a	
sympathetic	heroine:	‘Mr.	Fitch	has	made	the	possession	of	green	eyes	what	it	usually	is	
in	life,	a	weakness,	and	yet	he	has	appealed	so	genuinely	to	our	understanding	that	his	
heroine	 does	 not	 for	 an	 instant	 forfeit	 our	 good	 will’	 (“About	 Plays	 Players	 and	














the	 Green	 Eyes	 28).	 Her	 jealous	 disposition	 aside,	 Jinny	 bore	 the	 markers	 of	 the	
Gibsonesque	 ideal	 American	 girl,	 an	 identity	 suggested	 further	 by	 her	 fashionable	
costumes	and	social	position.		
Bloodgood	was	described	in	similar	terms:	“[s]he	is	a	brainy,	tactful	and	earnest	
little	woman.	 She	 has	 charm	 to	 burn.	 Upon	 the	 stage	 the	 fact	 comes	 out	with	 great	
emphasis	that	she	is	a	“thoroughbred”’	(Mawson	121).	Implying	the	similarities	between	
the	actress	and	the	roles	she	played,	Winter	described	Bloodgood	as	having	‘a	distinct	
talent	 for	depicting	worldly	women,	 capricious,	 impetuous,	and	not	devoid	of	 feeling’	
(“All	about	Green	Eyes”).	Both	Jinny	and	Bloodgood,	as	fashionable,	beautiful,	charming	
young	white	middle-class	 New	 York	women	were	 apparently	 ideal	 American	 girls.	 As	
Marra	suggests,	for	Bloodgood	and	Jinny,	‘life	seemed	to	mirror	art,	as	Bloodgood	once	







with	 the	 Green	 Eyes	 39).	 In	 American	 Nervousness,	 Beard	 argued	 that	 the	 unique	










According	 to	 Beard,	 beauty	 and	 the	 disease,	 often	 dubbed	 ‘Americanitis’,	































































kind	 one	 finds	 in	 the	 theatre	 (“Topics	 of	 the	 Drama;	 The	 Public	 and	 Literary	
Comedy”).	
	








Victorian	 physicians	 argued	 that	 women	 who	 diverted	 their	 energies	 from	 their	

























34	 shows.	 	 The	New	 York	 Times	 declared	 that	 ‘whatever	 its	 merits,	 [The	 Truth]	 will	












(Wearing,	 340;	 ““The	 Truth”	 Revived	 at	 the	 Comedy”).	 In	 total,	 it	 ran	 for	 167	
performances	 that	 year	 (Wearing	 340).	 The	 play	 went	 on	 to	 become	 Fitch’s	 most	
internationally	successful	play,	receiving	critical	acclaim	in	France,	Germany,	Italy,	Russia,	
and	Sweden.	
The	contrast	between	 the	positive	 reception	of	The	Truth	 in	 countries	 such	as	
France	 and	 Germany,	 and	 the	 distain	 of	 his	 work	 from	 the	 American	 critical	















Both	Moses	 and	 Fitch	 suggest	 critical	 preconceptions	 of	 Fitch	 to	 have	marred	 critical	
impressions	of	the	play.	Indeed,	as	I	have	shown	in	previous	chapters,	critics	in	the	US	–	
and	 in	 the	 UK	 to	 a	 slightly	 lesser	 extent	 –	 perceived	 Fitch	 to	 be	 a	 sentimental	 and	
superficial	man,	 and	 as	 a	 result	 expected	 him	 to	 produce	 sentimental	 and	 superficial	





	 The	 first	 half	 of	 the	 play	 takes	 place	 in	 the	 drawing	 room	 of	 Becky	 and	 Tom	






the	 second	 act	 he	 demands	 they	 separate,	 privately,	 if	 not	 publically,	 and	 leaves	 the	
house.	




Warder	a	 letter	saying	that	Becky	 is	deathly	 ill.	Warder	rushes	to	Becky	 in	her	hour	of	
need.	 At	 the	 last	 moment,	 however,	 Becky	 realises	 she	 cannot	 go	 through	 with	 her	
father’s	plan	and	reveals	the	truth	of	the	situation.	The	couple	reconcile	before	the	fall	
of	the	final	curtain.	
	 In	 the	 New	 York	 production	 of	 The	 Truth,	 Bloodgood’s	 performance	 of	 a	
hereditary	 liar	 intersected	 with	 accusations	 about	 the	 morality	 of	 her	 own	 life	 as	 a	
married	 actress.	 In	 these	 instances,	 issues	 of	 heredity,	 femininity,	 and	 national	 duty,	
overlapped,	both	drawing	on	and	anticipating	the	rhetoric	of	the	eugenics	movements	in	






















William	 Laimbeer	 –	 and,	 as	 in	 previous	 years,	 was	 determined	 to	 continue	 in	 her	
profession.	
Whether	a	woman	could,	or	should,	combine	domesticity	with	an	independent	
career	 was	 a	 particularly	 controversial	 issue	 in	 early	 twentieth	 century	 America.	 The	
acting	profession,	while	a	 viable	 source	of	 income	 for	a	woman	wishing	 to	pursue	an	
independent	career,	suffered	from	lingering	stigma	of	its	association	with	prostitution	in	
the	 nineteenth	 century,	 and	 the	 notoriously	 high	 rates	 of	 divorce	 among	 actors	 and	









championing	 women’s	 independence,	 were	 still	 obliged	 to	 ‘pay	 lip	 service	 to	 the	














Girl’s	 underlying	 virtue’	 (“Clara	 Bloodgood”).	 Indeed,	 the	New	 York	 Times	 referred	 to	












sympathize	with	 the	woman	who	 lies,	 there	 is	 a	 sisterhood,	 I	 suppose,	among	
women	that	makes	the	imaginary	in	their	natures	a	real	issue	of	sympathy	(ibid).	
	
Bloodgood’s	 words	 suggested,	 somewhat	 boldly,	 that	 American	 women	 would	
sympathise	with	Becky	not	in	spite	or	her	lying,	but	because	of	it.	Indeed,	the	popularity	





the	 lying	heroine	was	 the	 very	 same	 thing	 that	Marra	 identifies	 as	 ‘chronic	 source	of	
anxiety	 for	 American	 Girl	 aspirants’:	 ‘Impersonation	 of	 a	 perfectionist	 cultural	 ideal	
cannot	be	undertaken	without	 lying;	pretence	and	deception	are	 inherent	 in	 the	self-
conscious	attempt	of	a	human	being	to	become	an	inhuman	idol’	(“Clara	Bloodgood”).	
Women	such	as	Becky	–	‘charming	women	who	lie’	–	implied	Bloodgood,	could	be	found	

























insulted!’	 (Fitch,	 The	 Truth,	 7).	 Although	 innocent	 of	 the	 affair,	 Becky	 admits	 the	
enjoyment	she	gets	from	the	attention	of	other	men:	‘I	like	men	to	like	me,	even	though	
it	really	means	nothing’	(Fitch,	The	Truth).		
Becky’s	 remarks	 express	 an	 insecurity	 with	 herself	 that	 Bloodgood	 strove	 to	
emphasise	by	wearing	her	costumes	and	hair	‘slightly	askew’	in	the	early	scenes	of	the	
play	 (Dearinger	446).	Despite	Becky’s	wavering	 self-confidence,	 in	 the	 first	half	of	 the	



















Now	 be	 careful,	 dearest.	 You’ve	 married	 a	 man	 who	 doesn’t	 understand	 a	
suspicious	 nature	 –	 who	 has	 every	 confidence	 in	 you	 […]	 a	 confidence	 that	



















the	 stage	 produced	 the	 opposite	 effect.	 The	 Sun	 suggested	 that	 her	 ‘[delight]	 in	 her	
power	over	 the	husband	 [of	her	 friend],	who	 in	 fact	 falls	 in	 love	with	her,’	positioned	
Becky	 as	 ‘a	 true	 daughter	 of	 Eve’	 (“The	 Fecundity	 of	 Fitch”).	 In	 this	 analysis,	 the	
responsibility	for	any	marital	transgression	lies	with	Becky,	rather	than	Lindon.	
As	a	flirtatious	and	potentially	seductive	American	Girl,	Becky	takes	on	the	role	of	
sexual	 selector:	married,	but	always	potentially	on	 the	 lookout	 for	a	better	offer.	The	
notion	 of	 female	 driven	 sexual	 selection,	 as	 Rensing	 explains,	 was	 championed	 by	
Charlotte	Perkins	Gilman	in	the	early	twentieth	century:	‘[Gilman’s]	vision	of	a	feminist	
eugenics	 placed	 women	 as	 scientific	 experts	 in	 charge	 of	 engineering	 society’s	





position,	 but	 it	 begged	 the	 question:	 would	 such	women,	 now	 so	 discerning	 in	 their	
choice	of	partner,	be	content	once	married,	or	would	they	continue	to	browse	for	better	










aspects	 of	 commoners’	 (“Clyde	 Fitch’s	 Puzzle”).	 Fyles	 attributed	 the	 presence	 of	 the	
fashionable	set	largely	to	Bloodgood	herself	as	a	social	icon,	while	he	credited	William	J.	
Kelly,	 ‘the	 stage	 idol	 of	 Harlem’s	 feminine	 population’	 who	 played	 Warder	 for	 the	





of	working	 class	women	 threatened	 to	 spoil	 the	decorum	of	 the	auditorium,	but	also	
implied	 a	 division	 between	 the	 female	 classes	 in	 sexual	 terms;	 while	 the	 apparently	
asexual	 upper	 middle-class	 American	 girls	 were	 there	 to	 fawn	 over	 Bloodgood’s	
wardrobe,	the	lustful	working	class	women	were	there	to	fawn	over	Kelly.		
In	 London,	 critics	 encouraged	 audiences	 to	 see	 Fitch’s	 new	 play:	 ‘go	 to	 the	
Comedy	Theatre	and	see	Miss	Marie	Tempest	 in	“The	Truth,”	the	Daily	Mail	urged	 its	
readers,	‘[y]ou	will	never	forget	it’	(““The	Truth”	Mr	Clyde	Fitch’s	Best	Play”).	Largely	on	













holds	 your	 attention	 from	 first	 to	 last;	 and	a	play	 that	does	 that	has	 fully	 justified	 its	
existence’	(“Comedy	Theatre”	8	April	1907).	When	it	reopened	at	the	Comedy	following	
the	season	break,	the	Illustrated	London	News	lauded	The	Truth	as	Fitch’s	‘first	genuine	




manner.	 Tempest	described	 the	 ‘pleasure	 [it	 gave	her]	 to	make	Becky	 a	warm,	 living,	
human	 being!’	 (Moses	 and	 Gerson	 335).	 According	 to	 the	 Times,	 the	 English	 actress	
succeeded	in	her	endeavour	where	Bloodgood	had	apparently	failed:	‘a	very	clever	study	
of	the	lying	wife,	giving	a	perfect	impression	of	reality	–	for	there	is	no	more	“natural”	
























that	 Tempest	 played	 the	 role	 ‘with	 a	 gaiety	 and	 […]	 gaminerie	 that	 charm	 you	 into	
forgiving	the	essential	ugliness	of	the	character’	(“Comedy	Theatre”	8	April	1907).	The	













	 Fitch	 admitted	 in	 a	 private	 letter	 to	 Mrs.	 Corbin	 that,	 in	 the	 first	 three	 acts,	
Tempest	‘does	three	times	with	the	part	what	our	Clara	does,’	but	insisted	he	preferred	
Bloodgood	 in	 the	 final	 act.	 According	 to	 Bloodgood,	 what	 Fitch	 preferred	 in	 her	
interpretation	of	the	ending	was	the	seriousness	and	intensity	of	emotion:		
Miss	Tempest	glides	over	the	emotional	conclusions	of	the	play	and	the	whole	












is	“in”’	 (“Comedy	Theatre”	8	April	1907).	The	Times	reviewer	discussed	 ‘sorts’	of	 lying	


























defects’	 and	 suggested	 that	 those	 ‘who	 criticise	Mr.	 Fitch’s	 two	 latter	 acts	 should	 be	
prepared	with	a	scenario,	showing	how	the	idea	could	have	been	better	exploited’	(“The	





(“From	 the	 Straight	 Road	 of	 Truth”).	 Had	 the	 play	 finished	 with	 the	 second	 act,	 the	
imperfect	wife	would	have	been	cast	out	of	the	marital	home,	effectively	punished	for	
her	transgressions.	The	‘underlying	moral	motive’	that	the	New	York	critic	was	searching	











acts	 are	 melodramatic	 and	 farcial’	 (“The	 Theatres:	 “The	 Truth”	 and	 “Votes	 for	
Women””).	 See	 also	Era	13/4/07	 “The	 Truth”,	Globe	8/4/07	 “Comedy	 Theatre.	 “The	








most	 illogical	 of	 situations:	 ‘the	 theatrical	means	 for	 effecting	 the	 reconciliation,	 and	
indeed	the	immediate	willingness	of	the	husband	to	forget	and	forgive,	obviously	arise	
out	of	the	necessity	for	a	happy	curtain’	(“From	the	Straight	Road	of	Truth”).		
	 In	 London,	 the	 Times	 noted	 that	 the	 audience	 ‘may	 have	 doubts	 as	 to	 any	
successful	cure	for	congenital	mendacity,’	but	suggested	that	it	need	not	trouble	anyone	
‘until	Mr.	Fitch	writes	a	sequel’.		(“Comedy	Theatre”	8	April	1907).	For	critics	in	the	US,	
the	 ambiguity	 concerning	 Becky’s	 reformation	 was	 a	 larger	 source	 of	 anxiety	 and	










the	rest	of	 the	play,	and	not	 let	 the	 implausibility	of	 the	 final	 scene	trouble	 them	too	
much.		
As	the	final	line	in	The	Girl	with	the	Green	Eyes	declared	love	to	be	‘more	powerful’	
than	 jealousy,	 the	 final	 line	 in	 The	 Truth	 encouraged	 love	 regardless	 of	 individual	
imperfections:	 ‘[w]e	 don’t	 love	 people	 because	 they	 are	 perfect	 […]	 We	 love	 them	
because	 they	are	 themselves’	 (Fitch,	The	Truth	236-7).	 This	argument	 ran	contrary	 to	
eugenic	 discourse	 promoting	 the	 advancement	 of	 the	 (white	 American/British)	 race	
167	
	








Fitch’s	 letters	 to	 Wilde	 suggest	 that	 he	 romanticised	 their	 early	 relationship:	
‘[y]ou	are	my	sight,	and	sound,	and	touch.	Yr	Love	is	the	fragrance	of	a	rose	–	the	sky	of	
a	 summer	–	 the	wing	of	an	angel	–	 the	cymbal	of	a	cherubim’	 (ibid	33).	His	enduring	
romanticism	 is	 further	evidenced	 in	his	plays,	not	only	 in	heterosexual	unions,	but,	as	
Marra	has	shown,	in	plays	such	as	Beau	Brummel,	where	the	Beau	‘directs	his	most	ardent	
passions	toward	a	handsome	relatively	uncultured	young	man	named	Reginald’	(ibid	35).		
In	 an	 1891	 letter	 to	 DeWitt	 Miller,	 Fitch,	 like	 Prime-Stevenson,	 presents	
homosexuality	as	an	affliction,	but	one	that	warrants	compassion,	describing	the	need	to	
protect	 from	exposure	 the	men	who	have	 ‘fought	hard	against	 their	 temptations	and	












Fitch’s	heroines	get	 their	happy	endings	because	 their	husbands	 learn	 to	do	 just	 this.	
















society	 –	 and,	 above	 all,	 entertaining	 his	 audiences	 –	 than	 touting	 women’s	 rights.	




Olin-Ammerntorp	 argues	 that,	 despite	 the	 tendency	 of	 feminist	 scholars	 to	
emphasise	Wharton’s	‘insights	into	the	[…]	ways	in	which	[…]	social	structures	influenced	
and	 limited	 women’s	 lives’	 in	 the	 early	 twentieth	 century,	 Wharton	 herself,	 while	
sympathetic	toward	women	who	found	themselves	the	victims	of	society,	accepted	their	
fates	as	 ‘the	natural	result	of	social	Darwinism’	(237,	242).	Although	Wharton	made	a	













As	 I	 have	 illustrated	 in	 the	 previous	 chapters,	 Fitch	 consistently	 equated	 the	
happiness	of	his	contemporary	heroines	with	marital	stability	and	the	family	home.	Jinny	
and	Becky	return	happily	to	the	arms	of	their	husbands	at	the	end	of	The	Girl	with	the	








	 Kimmel	 argues	 that	 the	male	 ‘antifeminist	 response’	 to	 feminism	 in	 the	 early	
twentieth	 century	 ‘relied	 on	 natural	 law	 and	 religious	 theories	 to	 demand	 women’s	
return	to	the	private	sphere	of	hearth	and	home’	(“Men’s	Responses	to	Feminism	at	the	
Turn	 of	 the	 Century”	 262).	 New	 Women	 were	 frequently	 portrayed	 as	 unnatural	
‘mannish’	women	who	sought	to	usurp	men’s	roles	and	forgo	their	own	‘natural’	duty	to	
marry	 and	 nurture	 children,	 or	 as	 sexually	 transgressive	 harlots	 who,	 if	 not	 properly	
restrained,	 threatened	 the	 institution	 of	 marriage	 and	 the	 sanctity	 of	 the	 home.	 As	
Showalter	argues,	‘the	sexually	independent	New	Woman	criticized	society’s	insistence	
on	marriage	as	woman’s	only	option	for	a	fulfilling	life’	(Sexual	Anarchy	38).		




called	 New	Women	 ascribed.	 ‘The	 dominant	 sexual	 discourse	 among	 New	Women,’	
Showalter	suggests,	‘reproduced	and	intensified	stereotypes	of	female	sexlessness	and	
purity	[…]	Taking	to	heart	Darwinian	arguments	about	women’s	self-sacrifice	and	belief	
in	women’s	 passionlessness,	many	New	Women	envisioned	 themselves	 as	 chaste	 yet	
maternal	heralds	of	a	higher	race’	(Sexual	Anarchy	45).	Ledger,	too,	suggests	that	New	
Women	writers	‘were	usually	[…]	stalwart	supporters	of	heterosexual	marriage,’	arguing	
that	 ‘they	had	 little	or	no	conception	of	 female	sexual	desire	 (let	alone	 lesbian	sexual	
desire),	 and	 often	 had	 a	 considerable	 investment	 in	 eugenic	 and	 other	 imperialist	
discourses’	(The	New	Woman	6).	

























As	 Wilmer	 argues,	 it	 became	 common	 for	 the	 American	 women’s	 suffrage	













rights	 that	 was	 ‘hardly	 progressive,’	 administering	 ‘an	 affectionate	 dose	 of	 human	
behaviour	rather	than	the	harsher	medicine	of	satire’	(486).	Significantly,	though,	Girls,	
















The	 House	 of	Mirth	 did	 not	 enjoy	 anything	 like	 the	 popularity	 of	Girls,	 but	 it	
demonstrates,	through	its	serious	dramatisation	of	the	economic	and	social	struggles	of	


































agent	Elizabeth	Marbury,	who	 flattered	each	by	 suggesting	 that	 the	other	 sought	 the	
collaboration,	 that	 the	play	 came	about	 (Loney	26,	Dearinger	406).	Responding	 to	 an	
early	review	of	the	play,	Fitch	described	his	early	reluctance	to	embark	on	the	project:	‘I	




impoverished	 society	girl,	 Lily	Bart,	was	both	popular	with	 readers	and	 the	 subject	of	
much	discussion65,	Fitch	and	Wharton’s	play	adaptation	of	the	same	name	failed	to	make	
a	 favourable	 impression	 with	 audiences	 in	 New	 York.	 After	 the	 usual	 out-of-town	













Mirth	 ‘proved	as	big	a	failure	as	a	play	as	 it	was	a	success	as	a	book’	 (““The	House	of	
Mirth”	A	Failure”).	
Theatre	Magazine	argued	that	the	play	 lacked	drama,	and	the	New	York	Times	
suggested	 it	was	 ‘unfinished,’	 and	 should	 have	 been	properly	 rehearsed	 (“Savoy.	The	
House	 of	Mirth”;	 “Mrs.	Wharton’s	 Views	 on	 the	 Society	 Drama”).	 It	 could	 have	 been	
better,	the	reviewer	suggested,	had	‘the	best	resources	of	theatre’	been	utilized	(ibid).	In	
writing	 the	play,	 Fitch	 constructed	 the	outline	 and	 sequence	of	 events,	 and	Wharton	
wrote	the	dialogue.	The	writers,	however,	struggled	at	times	to	find	the	perfect	balance	
















little	 stageable	 drama	 was	 to	 be	 found	 in	 the	 novel.	 Fitch	 described	 it	 as	 ‘wholly	
psychological’,	and	therein	lay	much	of	the	complications	of	adapting	it	to	suit	a	theatre	
audience	(Moses	323).		
Despite	 the	 frustrations	 and	 challenges	 inherent	 in	 trying	 to	 create	 this	 play	






Oriental	 eyes	 full	 of	 wit	 and	 understanding’	 (Dearinger	 406).	 Such	 accounts	 strongly	
contradict	press	reports	of	the	two	being	at	odds	with	one	another66.		




the	adaptation	as	 ‘a	 severe	abridgement	 [that]	does	not	place	proper	emphasis	upon	
Lily’s	major	decisions’	(47).	In	his	analysis	of	the	play	and	its	production	history,	Loney	
identifies	two	small	differences	in	plot	that	he	argues	are	significant	enough	to	alter	the	












and	Selden	encounter	each	other	 in	a	 final	meeting	 in	 the	millinery	shop	before	Lily’s	
suicide.	 Selden	never	 learns	 of	 the	 sacrifices	 Lily	 has	made	 in	 order	 to	 protect	 him	–	
burning	letters	to	protect	his	reputation	rather	than	profiting	from	them	–	and	Selden	


























simply:	 ‘I	never	kick	against	 the	public.	They	know	what	they	want,	and	 I	don’t	blame	
them	for	not	taking	what	they	don’t	want’	(Moses	325).	
As	I	have	illustrated	in	previous	chapters,	Fitch	was	notoriously	against	‘killing	off’	























‘good’	 and	 he	 was	 impressed	 with	 the	 acting	 talent	 of	 Fay	 Davis	 as	 Lily	 Bart,	 who	
performed	 her	 part	 ‘with	 naturalness’	 and	 ‘never	 loses	 sympathy	with	 her	 audience’	
(ibid).		
Loney	attributes	the	frosty	reception	from	New	York	crowds	and	critics,	in	part,	




Lily	 as	 a	 woman	 whose	 death	 results	 from	 her	 own	 moral	 transgressions,	 Theatre	
Magazine	called	The	House	of	Mirth	‘a	striking	study	[…]	of	an	ambitious	woman,	without	
sufficient	means,	who	 imagines	 that	 luxury	 is	 the	only	 thing	 in	 life	worth	 striving	 for’	
(“Savoy.	The	House	of	Mirth”).	The	reviewer	suggested	that	although	the	play	did	not	










unreality’	 (“Mrs	Wharton’s	Views	of	 the	Society	Drama”).	 Fitch	assured	any	who	may	
have	been	offended	by	the	play’s	representation	of	society	that	it	was	not	his	intention	
for	‘the	ultra	smart	audience	at	the	Savoy’	to	witness	themselves	upon	the	stage:	‘How	
could	 they?’	he	demanded,	when	the	characters	were	 intended	as	 ‘individuals’	 rather	
than	‘types’	(“Mr.	Clyde	Fitch	Says	That	It	Is	Impossible	to	Successfully	Portray	Society	on	
the	 Stage”).	 ‘Society,’	 Fitch	 declared	 in	 the	 interview,	 ‘cannot	 be	 portrayed,’	 and	 the	
society	on	the	Lyceum	stage	was	no	more	than	a	mere	 ‘simulation	of	 the	real	article’	




as	 possible,	 Fitch	 often	 utilised	 naturalistic	 techniques,	 offering	 hereditary	 as	 well	 as	




a	 naturalistic	 reading	of	Wharton’s	 novel,	 Pizer	 argues	 Lily	 to	be	 the	product	 of	 both	














by	 critics	 such	 as	 C.	 Wolff	 (1994),	 Fetterley	 (1977),	 and	 Showalter	 (1985).	 Olin-
Ammenthorp	argues	for	a	reading	of	Lily	less	focussed	on	gender,	and	more	concerned	
with	social	Darwinism	and	class	relations:	
























































independently	 from	 men,	 in	 flats	 in	 particular	 (ibid).	 Gerty	 appeared	 on	 stage	 as	 a	
virtuous	but	also	somewhat	grim	reminder	of	 that	 fact.	Even	while	Gerty	kept	 friends	
such	as	Lily,	she	remained	a	pitiful	outsider	to	those	in	the	‘smart	set’.	What	Lily	is	really	










































House	 of	 Mirth,	 Girls	 showcased	 both	 the	 hardships	 of,	 and	 the	 necessity	 for,	 an	
independent	working	life	for	some	American	women.		






and	art	converged:	Amy	Ricard,	one	of	 the	 three	 leading	actresses	 in	Girls,	 joined	the	
suffrage	movement,	and	all	three	leading	ladies	found	themselves,	their	work	lives,	and	
their	views	on	men	under	scrutiny	in	the	press.	
Unlike	Lily	 in	The	House	of	Mirth,	 for	Pam,	Violet	and	Kate,	a	working	 life	 is	no	
tragic	consequence	in	itself;	indeed,	they	have	each	chosen	it.	As	New	Women,	they	are	
free	 to	 seek	 out	 appropriate	 careers.	 Pam	 is	 a	 secretary	 and	 stenographer,	 Violet	 a	
stenographer	 and	 illustrator,	 and	 Kate	 a	 free-lance	writer	who	 seeks	 a	 career	 on	 the	
stage.	While	the	three	women	are	not	chastised	for	pursuing	careers	–	the	play	suggests	
a	changing	world	in	which	women	will	and	should	become	the	norm	in	the	workplace	–	





practice	 meant	 ‘to	 control	 men’s	 sexual	 values	 and	 autonomy’	 and	 their	 rhetoric	















now	working.	 Frank	 Loot,	 a	 senior	 clerk	 and	 self-confessed	 ‘woman	hater’,	 complains	












proving	 to	 be	 a	 reformed	 woman-hater	 as	 much	 as	 Pam	 is	 a	 reformed	 man-hater,	
proposes	to	Violet.	
Fitch	steered	away	from	stating	whether	or	not	any	of	them	would	continue	to	











right	 to	 vote,	 will	 find	 fault	 with	 the	 play’	 (ibid).	 Such	 concerns,	 however,	 proved	
unfounded.	Two	days	later,	following	the	premiere,	the	same	paper	declared	Girls	‘the	





























































































As	 Smith-Rosenberg	 argues,	 ‘British	 and	 American	 physicians	 and	 scientists	
insisted	that	unmarried	career	women	and	political	activists	constituted	an	“intermediate	
sex”’	 (265).	 In	Psychopathia	Sexualis	 (1886),	Krafft-Ebing	 included	accounts	of	women	








masculine	 soul,	 heaving	 in	 the	 female	 bosom,	 finds	 pleasure	 in	 the	 pursuit	 of	





The	 focus	 of	 bourgeois	 male	 professionals	 in	 the	 late	 nineteenth	 century,	 as	 Smith-




delve	 into	 the	psyches	of	women	 such	as	Pam,	Kate,	 and	Violet,	 the	New	York	Times	
published	an	interview	with	the	women	who	played	them,	provocatively	titled:	“Do	Man-
Haters	Really	Hate	Men?”.	The	interviewer	noted	the	marital	status	of	each	of	the	three	
actresses	 –	 ‘one	married,	 one	 engaged,	 and	 one	 neither	married	 nor	 engaged	 –	 nor	
desirous	of	being’	–	and	quizzed	each	in	turn	on	their	feelings	towards	men.	Laura	Nelson	



















love	with	 any	man	 […]	 he’s	 just	 got	 to	 show	me!’	 (ibid).	 Following	 Pam’s	 lead,	while	
branding	 herself	 a	 ‘man	 hater,’	Maycliffe	 too	 performs	 passivity,	 needing	 only	 to	 be	





the	 most	 pertinent	 response	 to	 the	 interviewer’s	 questioning.	 She,	 like	 Hall,	 had	
experience	of	‘working	on	the	stage	and	living	as	a	bachelor	girl’	(ibid).	Ricard	suggested	
that	while	she	didn’t	‘believe	in	man	hating	in	general	[…]	there	are	certainly	some	men	
who	ought	 to	be	hated,’	and	that	 there	were	 indeed	 ‘some	girls	who	really	hate	men	
because	they	have	had	such	disagreeable	experiences	with	the	men	they	have	known’	
(ibid).		














































Ricard’s	 suggestion	 that	 ‘some	men	 […]	 ought	 to	 be	hated,’	 is	 not	 particularly	
reflective	of	her	character	Kate,	who	argues	lightly	that	if	‘[a]fter	all,	you	must	have	men	
in	the	world,	[…]	we	might	as	well	make	the	best	of	a	necessary	evil’	(Fitch,	Girls	1;5).	Her	




























scene	as	of	 ‘a	manner	which	could	only	be	explained	by	 intoxication’	 (““Girls,”	at	 the	
Prince	of	Wales’s	Theatre”).	The	reviewer	may	have	been	uncredulous	about	Sprague’s	




a	sexual	 relationship	as	 the	price	 for	her	continued	employment	at	his	hairnet	
factory	and	forced	her	to	maintain	that	relationship	even	after	her	marriage	(101).	
	
Hyde’s	 case	was	 extreme,	 but	 not	 exceptional.	 As	 Deutsch	 attests,	 ‘workplace	 sexual	
harassment’	remained	‘part	of	daily	life’	in	American	cities	in	1908	(102).	
In	addition	to	workplace	harassment,	Girls	raised	the	issues	of	low	rates	of	pay	


















hater,	 the	 suffragette,	 from	 the	 studio’	 are	 the	only	direct	 references	 to	 the	 suffrage	




deals	with	 the	 germ	 of	 bachelor	 girl	 independence	which	 ultimately	 leads	 to	woman	
suffrage’	(“Satirises	Bachelor	Girl”).	The	Daily	Gate	City	suggested	that	given	‘this	age	of	
suffragettes,	 it	 is	 worth	while	 to	 see	 how	Mr.	 Fitch	 lets	 his	 girls	 work	 out	 their	 own	
salvation	along	the	line	of	least	resistance’	(“The	Shuberts	Present	“Girls”).	While	the	play	
does	 leave	 room	 for	 the	possibility	 that	 suffragettes	may	be	 justified	 in	 their	 cause	–	
particularly	through	the	suggestion	that	the	women	make	a	valuable	contribution	to	the	




than	 Shakespeare	 (Dearinger	 464).	 As	 aforementioned,	 Girls	 was	 Fitch’s	 fiftieth	
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contribution	 to	 American	 drama,	 but,	 as	 the	 Washington	 Herald	 noted,	 ‘[e]ven	
Shakespeare	 only	 wrote	 thirty-seven’	 (“Author	 of	 Fifty	 Plays”).	 Comparisons	 to	
Shakespeare	 seem	 somewhat	 audacious	 on	 the	 part	 of	 the	 American	 critical	
establishment,	especially	given	their	generally	lukewarm,	often	frigid,	response	to	Fitch’s	
work.	 They	 were,	 however,	 felicitous	 in	 relation	 to	 Girls,	 which	 bore	 certain	




‘Shrew	 taming’	 plots	 were	 common	 fare	 in	 the	 early	 twentieth	 century	 and,	
indeed,	in	London	the	Observer	referred	to	Girls	as	just	another	of	‘these	shrew	taming	
tales’	 (“Girls”).	 	 Referencing	 the	 leading	men	 from	Much	Ado	About	Nothing	 and	The	
Taming	 of	 the	 Shrew	 respectively,	 the	 Illustrated	 London	News	dubbed	 Edgar	 ‘a	 half-
Benedick,	 half-Petruchio	 character,’	 a	 parallel	 that	 would	 have	 been	 all	 the	 more	
apparent	given	that	Edgar	was	played	in	London	by	Sam	Sothern,	who	was	well	known	













appeared	 to	 be	 a	 ‘rationally	 behaved	 Gentleman’	 (““Girls,”	 at	 the	 Prince	 of	 Wales’s	
Theatre”).		
Edgar’s	assertions	that	Pam	‘[n]eeds	taming,’	and	his	scheme	to	make	her	realise	
she	 is	mistaken	 in	 her	 feelings	 towards	men,	 nods	 towards	 Shakespeare’s	 Petruchio,	
implying	 that,	 like	 Katherine,	 she	 is	 both	 out	 of	 control	 and	 wholly	 irrational.	 The	
Washington	Times	described	 the	 third	act	as	 ‘a	brilliant	 satire	on	 the	 inconsistency	of	
woman’	 (“Clyde	 Fitch’s	 “Girls	 Proves	 Genuine	 Delight”).	 As	 the	 Washington	 Herald	
proclaimed:	‘The	development	of	the	story	shows	how	love	knocks	all	such	foolish	notions	
[of	women’s	 suffrage]	 out	 of	 the	 head	 of	 the	 average	 pretty	 girl’	 (“Satirises	 Bachelor	
Girl”).	 Pam	 comes	 across	 as	 a	 woman	 ruled	 by	 emotion	 rather	 than	 logic	 –	 a	 poor	
candidate	to	take	up	the	vote.		
When	 Violet	 questions	 the	 ethics	 of	 taming	 Pam	 against	 her	 wishes,	 Edgar	
responds	confidently:	‘[d]on’t	you	yourself	think	it	would	be	rather	nice	to	be	in	love	with	
























union	 or	 reunion	 of	 a	 male	 and	 female	 lead.	 In	 certain	 instances,	 his	 refusal	 to	 let	


































the	dandy:	Beau	Brummel	 (1890),	Frederick	 Lemaitre	 (1890),	His	Grace	de	Grammont	







Within	 the	 field	of	gender	 studies,	 it	 is	now	widely	accepted	 that	 ‘masculinity’	








acknowledge	 that	 masculinity	 means	 different	 things	 to	 different	 groups	 of	
people	at	different	times	(ibid	xxiv).	
	






	 The	 ‘generic	 man’	 of	 the	 nineteenth	 century	 was	 in	 fact	 ‘a	 very	 specific	
construction’	 rooted	 in	 the	 ideology	 of	 ‘self-creation	 in	 the	 […]	 industrial	 capitalist	
marketplace’	(ibid	31).	As	the	fin	de	siècle	approached,	this	definition	was	challenged	and	
destabilised	by	rapid	changes	in	society	including:	‘Rapid	industrialization	[…];	challenges	
by	women	 to	 the	 separation	of	 spheres;	new	waves	of	 swarthy	 immigrants	and	black	
migrants	to	the	cities,	and	the	emergence	of	visible	gay	male	subculture	in	the	northern	
cities’	(ibid	32).	
Showalter	asserts	 that	by	 the	 fin	de	siècle,	 the	 ‘sexual	borderline	between	 the	
masculine	 and	 the	 feminine	 represented	 the	 dangerous	 vanishing	 point	 of	 sexual	
difference’	 (Sexual	 Anarchy	 8).	 Precisely	 because	 ‘traditional	 gender	 definitions	 were	










it	 ‘seems	beyond	dispute	 that	 the	1890s	were	a	decade	of	profound	 tension	 in	many	
important	and	interesting	elements	of	American	life’	(323,	324).		
In	 response,	 hegemonic	masculinity	 reasserted	 itself	 in	 the	 discourse	 of	 social	
science:	




problematizing	women	and	 “other”	men	–	men	of	 color,	 gay	men,	non-native	
born	immigrant	men’	(Kimmel,	“Invisible	Masculinity”	32).	
	




In	 a	 similar	 fashion,	 black	 men	 and	 immigrants	 were	 constructed	 as	 primitive;	 ‘both	
effeminacy	and	primitivism,’	asserts	Kimmel,	‘were	indications	of	insufficient	manhood’	
(The	History	of	Men	32).	As	previously	stated,	Fitch’s	earlier	plays	dabbled	with	stagings	










narrative	 is	 queried	 and	 destabilised	 as	 the	 play	 progresses,	 however;	 the	 male	





The	 Picture	 of	 Dorian	 Gray	 (1891).	 As	 a	 device	 not	 associated	 specifically	 with	 the	






experience	 of	 self-division’	 (ibid).	 In	 her	 recent	 exploration	 of	 the	 double	 in	 drama,	
Burkman	 (2015)	 argues	 further	 that	 doubles	 may	 be	 both	 ‘interpersonal	 and	 […]	
intrapsychic,	sometimes	at	the	same	time’	(20).	In	either	case,	argues	Burkman,	a	similar	















self	 is	 too	brazen	or	too	 lazy	or	too	evil	 to	be	claimed.	The	part	 that	has	been	








if	 one	 deals	 with	 the	 double,	 one	 may	 die	 a	 more	 complete	 person.	 Or,	




latter	 outcome.	 Hannock	 confronts	 George	 with	 the	 performative	 nature	 of	 his	
constructed	masculine	identity.	Having	reconciled	the	conflicting	aspects	of	his	identity	
by	 the	 end	 of	 the	 play,	 George	 emerges	 as	 an	 imperfect	 and	 socially	 transgressive	
American	hero,	 simultaneously	 both	moral	 degenerate	 and	progressive	 idealist.	 Thus,	
even	as	Fitch’s	play	utilises	the	concept	of	the	double,	placing	American	masculinity	in	


















definitions,	 of	 hero	 and	 villain,	 with	 morality	 and	 immorality,	 progression	 and	



















‘the	 play	 was	 absolutely	 completed	 when	 Fitch	 died.	 It	 was	 the	 most	 complete	











The	 opening	 night	 audience	 was	 ‘unusually	 brilliant	 and	 fashionable’	 (“Fitch	
Drama	Makes	Women	Faint”).	At	the	final	curtain,	half	wild	with	excitement’	they	‘roared	
[…]	approval’	 (A.W.	 “The	Drama”).	According	 to	 the	New	York	Times,	 there	were	also	





















the	Tribune	 joined	 the	 chorus,	publishing	a	 lengthy	 review	of	 the	 ‘powerful	American	
play’	that	both	celebrated	Fitch	and	mourned	his	loss:	‘In	this	drama	Fitch	had	begun	to	





Fitch,	 the	press	 implied,	had	at	 last	 ‘made	 it’;	he	had	produced	as	strong	play,	
worthy	of	representing	American	drama	on	the	world	stage,	even	if	it	never	actually	made	
it	 to	 the	 stage	 in	 the	 rest	 of	 the	world.	Where	 critics	 traditionally	 bemoaned	 Fitch’s	
outdated	 use	 of	 melodrama,	 they	 now	 praised	 ‘the	 melodramatic	 effect’	 of	 his	
sensational	murder/gun-fight	scene,	proclaiming	‘the	skill	of	the	melodramatist’	(“Fitch	
Drama	Makes	Women	Faint,”	 “Climax	of	 ‘The	City’	 has	 Terrific	 Power”).	The	City	 ‘will	
compare,	indeed,	most	favorably	with	the	work	of	any	English	playwright,’	the	New	York	
Times	affirmed.	The	New	York	correspondent	for	the	London	Era	reported	‘[i[t	seems	to	
be	the	general	opinion	that	 this	 is	 the	“strongest”	drama	that	Fitch	ever	wrote’	 (“The	
209	
	
City”).	The	 City	moved	 to	 the	Hackett	 Theatre	 in	 the	 spring	 of	 1910	 and,	 all	 in	 all,	 it	
enjoyed	a	remarkably	successful	run	of	190	performances	in	New	York	before	embarking	
on	a	national	tour.	
The	 theme	of	 the	play,	 as	 the	Era	summarised,	 is	 ‘the	 change	effected	by	 the	
conditions	of	city	life	in	a	family	reared	and	educated	in	a	small	country	town’	(“The	City”).	





into	 the	 Rand	 home,	 the	 audience,	 and	 the	 son	 George,	 learn	 that	 Hannock	 is	
blackmailing	 Rand	 Sr.	 He	 has	 letters	 that	 are	 proof	 of	 ‘something’	 between	 him	 and	
Hannock’s	late	mother,	and	knowledge	of	Rand	Sr.’s	apparently	crooked	business	deals.	






well	 in	 business	 and	 has	 his	 sights	 on	 political	 office	 (and	 a	woman	 named	 Eleanor);	
Hannock,	still	unaware	of	his	parentage,	has	a	position	working	as	George’s	‘confidential	
secretary’,	 and	 an	 eye	 on	 the	 youngest	 Rand	 daughter	 Cecily;	 Teresa	 believes	 her	
husband	to	be	having	an	affair	–	society	believes	her	to	be	having	one	also	–	and	she	
wishes	to	divorce	(Fitch,	The	City	516).	Things	go	from	bad	to	worse	for	the	family,	when	
George,	 about	 to	 fire	 his	 drug-addict	 half-brother	 for	 the	 sake	 of	 maintaining	 a	
210	
	


































































The	 City’s	 depictions	 of	 American	 manhood,	 politics	 and	 corruption	 –	 not	 to	
































































of	 the	production	to	Tully’s	 ‘remarkable	show	of	nerve-racking	emotion	and	 intensity’	
(“Climax	 of	 ‘The	 City’	 has	 Terrific	 Power”).	 Hannock’s	 primitive	 and	 transgressive	
masculinity	was	safely	contained	within	the	narrative	that	framed	and	punished	him	as	a	
criminal.	






Even	 in	 the	 early	 stages	 of	 the	 play’s	 conception,	 however,	 there	 had	 been	












































informs	 him	 that	 she	 intends	 to	 divorce	 her	 husband	 –	 a	 man	 who	 George	 initially	






have	 inherited	 their	 negative	 qualities	 from	 their	 father.	 Hannock	 emphasises	 their	
shared	genetics:	‘Still,	even	I	am	your	own	blood!’	(ibid	590,	emphasis	original).	Rand	Sr.’s	
‘crooked’	 business	 practices	 are	 revealed	 to	 the	 audience,	 and	 to	George,	 before	 his	














































indeed	 her	 staged	 death,	 would	 seem	 remarkable	 and	 uncharacteristic	 for	 a	 Fitch	




represses	 anything	 that	 conflicts	with	 his	 stringent	moral	 code	 and	 thus	 threatens	 to	
destabilise	his	masculine	‘Teddy	Jr.’	self-image.	George	later	explains	his	self-delusion:		
I	didn’t	realize	what	I	was	doing!	[…]	I	accepted	cheating	for	business	diplomacy.	




































with	 saliva’	 (Fitch,	 The	 City	 581).	 By	 the	 end	 of	 the	 scene,	 Hannock	 appears	 almost	
monstrous,	his	‘degeneracy’	now	visible	on	the	surface:	
His	mind	deranged,	rises	unevenly;	he	is	loud,	partly	incoherent,	and	his	face	is	











	 The	 second	 act	 culminates	 in	 the	most	 dramatic	 scene	 of	 the	 play.	 Hannock,	
aiming	either	for	George	or	Cicely	herself77,	shoots	and	kills	Cicely	on	stage	in	what	the	
Tribune	referred	to	as	a	‘gorilla-like	rage’	(A.W	“The	Drama”).	In	the	wake	of	the	incident,	

































his	 shadow	 self,	 […]	he	 resolves	 to	undergo	 total	 exposure’	 (“Clyde	 Fitch’s	 Too	Wilde	
Love”	47).	George	declares	that	it	is	his	‘only	chance	to	show	I	can	be	on	the	level!	That	I	
can	be	 straight,	when	 it’s	 plain	what	 is	 the	 right	 thing	 to	do!’	 (Fitch,	The	City,	 605-6,	
emphasis	original).		





However,	 if	 Hannock	 indeed	 represents	 George’s	 ‘shadow	 self,’	 -	 the	 physical	
embodiment	of	those	conflicting	parts	of	his	identity	that	he	has	heretofore	repressed	–	















with	 the	Green	 Eyes	and	The	 Truth,	 George	 takes	 ownership	 of	 his	 flaws	 rather	 than	














Oscar	Wilde.	 In	 recent	years,	a	 small	number	of	critics,	 influenced	by	 the	historicising	
work	 undertaken	 in	 queer	 theory,	 have	 begun	 to	 investigate	 the	 gendered	 biases	 in	
theatre	criticism	that	privileged	theatrical	realism	–	specifically,	realism	positioned	as	an	
opponent	to	the	feminised	stage	–	and	thus	disadvantaged	Fitch’s	work.		
In	 this	 thesis,	 I	have	discussed	 the	mechanics	behind	 the	critical	opposition	 to	
Fitch’s	work	in	his	home	country,	contrasting	the	reception	also	to	that	of	his	work	in	the	
























in	New	York: The	Moth	and	the	Flame ran	for	125	performances, The	Climbers for	200, 
The	 Girl	 with	 the	 Green	 Eyes for	 108, Girls for	 225,	 and The	 City for	 190. The	 Truth 
eventually	proved	popular	with	women	of	the	audience	also,	on	both	sides	of	the	Atlantic,	
despite	poor	reviews	and	its	first,	brief	run	in	New	York.		




Gerson,	 Phelps,	 Bell,	Marbury	 –	 or	 his	 starring	 actresses	 –	 Langtry,	 Bloodgood	 –	 and	












that	 they	 connected	 with	 women	 of	 the	 audience	 through	 stagings	 of	 transgressive	




heroines.	 Rather,	 as	 actress	 Clara	 Bloodgood	 attested,	 women	 responded	 to	 Fitch’s	
heroines	because	they	could	empathise	with	them,	because	they	saw	something	of	their	
own	troubles	in	those	played	out	on	stage.	
Fitch’s	 characters	 extended	 the	 range	 of	 melodramatic	 ‘types’;	 they	 defied	
theatrical	 conventions.	 His	 ‘flawed’	women	 specifically	 challenged	 prevailing	 ideals	 of	
femininity	and	womanhood.	Fitch’s	fallen	women	refused	to	fall.	His	adventuress,	Violet	
Huntley,	 did	 not	 die	 at	 the	 end	 of	A	Modern	Match;	 the	 heroines	 of	Gossip	and	The	
Climbers	 offered	 rational	 arguments	 for	 divorce;	 in	 The	Moth	 and	 the	 Flame	Marion	
Walton	ensured	her	own	fiancé	wedded	the	young	mother	of	his	illegitimate	child;	and	
the	heroine	of	Sapho	walked	off	into	the	sunset,	albeit	with	a	tear	in	her	eye.	They	all	got	
their	 happy	 ending.	 Such	 transgressive	 bodies	 blurred	 definitions	 of	 respectable	 and	
disreputable.	Rather	than	following	theatrical	convention	and	punishing	the	liars,	flirts,	












been	 marginalised	 within	 the	 gendered	 hierarchy	 of	 turn-of-the-century	 American	
society.	
Despite	the	constricting	gendered	hierarchies	of	fin	de	siècle	British	and	American	




Unlike	 many	 of	 the	 male	 supporting	 cast	 –	 including	 their	 eventual	 partners	 –	 they	
exhibited	agency	and	drive,	and	 they	were	more	 than	 trophies	 to	be	won.	They	were	















the	 leading	 ladies	 with	 their	 lovers/husbands	 promote	 an	 encompassing	 message	 of	
tolerance	 and	 acceptance.	 Thus,	 women	 traditionally	 viewed	 as	 promiscuous	 and	
therefore	 a	 threat	 to	 the	 institutions	 of	 marriage	 and	mothering	 were	 celebrated	 in	







and	 the	 Flame;	 Sterling	 drank,	 stole	 and	deceived	 those	 around	him	 in	The	Climbers;	
Becky	Warder’s	 ill-bred	father	drank,	 lied,	and	gambled	 in	The	Truth;	most	shockingly,	










marginalised	 (within	 the	 admittedly	 limited	 frame	 of	 white	 middle-class	 American	
society),	he	vilified	 those	who	abused	power	and	privilege.	 In	The	City,	even	while	he	
afforded	his	masculine	hero	a	heroic	ending,	he	laid	bare	the	constructed	moral	images	
of	 the	 self-made	men	of	 the	Gilded	Age	 along	with	 the	 so-called	 progressive	men	 of	
Roosevelt’s	era.	
Developing	 American	 characters	within	 paradigms	 of	 realism/naturalism,	 Fitch	
utilised	 theories	 of	 heredity:	 Violet	 Huntley	 was	 an	 adventuress	 because	 of	 her	 own	
ambiguous	ancestry;	Jinny	Austin	was	jealous	because	her	parents	were	jealous;	Becky	





of	 its	 audiences	 in	 the	 final	 scene,	 leaving	 room	 for	 questions	 of	 the	 controversial	
heroine’s	 culpability.	 The	 Girl	 with	 the	 Green	 Eyes	 and	 The	 Truth	went	 further	 still,	






Where	 Fitch	 excelled	 was	 in	 his	 naturalistic	 portrayals	 of	 womanhood.	 The	






Sapho	 stands	 out	 amongst	 the	 larger	 body	 of	 Fitch’s	 work;	 it	 is	 far	 from	 the	
‘sentimental’	drawing-room	dramas	that	were	his	hallmark.	The	themes	shared	across	
Fitch’s	plays	become	more	apparent,	as	I	have	discussed,	when	considering	them	within	
the	 context	 of	 the	 naturalist	 movement	 –	 as	 dramas	 which	 employed	melodramatic	
techniques	 to	 engage	 and	 capture	 the	 audience,	 and	 to	 negotiate	 the	 influence	 of	
scientific	 theory	 and	 heredity	 on	 the	 lives	 of	 individuals.	 Fitch’s	 repertoires	 of	
melodramatic	naturalism,	as	I	have	contended,	staged	a	radical	intervention	in	the	critical	
narrative	that	applauded	the	one	mode	over	and	above	the	other.	
While	 heredity	 was	 an	 inescapable	 governing	 force	 in	 the	 lives	 of	 Fitch’s	
protagonists,	it	did	not	determine	their	fates.	I	have	made	the	case	that	in	Fitch’s	divorce	



















While	 these	 were	 both	 significant	 factors	 in	 Fitch’s	 troubled	 history	 with	 his	
American	critics,	 I	have	found	that	the	critical	response	to	any	individual	play	 is	highly	
complex.	A	number	factors	affected	critical	response,	including	the	venue,	the	reputation	
of	 the	 actress,	 performance	 choices,	 the	 composition	 of	 the	 audience,	 the	 perceived	






















and	 social	 freedoms	 that	 they	 gained	 as	 successful	 actresses.	 This	 coincided	 with	
actresses’	 performances	 in	 roles	 that	 themselves	 implied	 a	 challenge	 to	 traditional	
gendered	conventions.	The	New	York	Times	questioned	 the	actresses	who	played	 the	
three	suffragist	heroines	in	Girls	about	their	own	views	on	men	and	marriage.	Following	
























of	 appeasing	 the	audience.	 This	 criticism	of	 Fitch’s	work	has	persisted79.	What	 I	 have	
found,	however,	is	that	complaints	about	the	(lack	of)	‘realism’	in	the	final	acts	in	Fitch’s	
plays	 are	 attributable	 to	 critical	 ‘misreadings’	 of	 his	 heroines	 and	 their	 narratives.	
American	critics,	as	I	have	shown,	overlooked	or	dismissed	the	heroines	that	were	central	
to	 the	action	of	 the	plays.	 Instead,	 this	predominantly	male	and	ultimately	masculine	
press,	turned	their	attention	to	the	structurally	and	thematically	less	significant	storylines	
of	 the	 men.	 In	 other	 instances,	 critics	 re-cast	 sympathetic	 heroines	 such	 as	 Fanny	
LeGrand	and	Becky	Warder	–	who	were	appreciated	by	the	women	of	the	audience	–	as	
inherently	 evil	 women.	 In	 the	 case	 of	 The	 Girl	 with	 the	 Green	 Eyes	 and	 The	 Truth,	
complaints	about	the	endings	stemmed	from	a	conservatively	moral	opposition	to	the	
message	implied	by	a	husband’s	acceptance	of	a	transgressive	wife.	
While	 the	majority	of	critics	 failed	 to	grasp	 the	 thematic	significance	of	Fitch’s	
heroines,	 or	 to	 appreciate	 either	 his	 skill	 as	 a	 dramatist	 or	 the	 subtle	 depths	 of	 his	
characterisations	 on	 stage,	 there	 were	 a	 minority	 of	 critics	 who	 spoke	 out	 more	
favourably	and	who	defended	those	scenes	they	felt	had	been	unfairly	represented	in	
the	press.	More	significant	positive	critical	insights	into	Fitch’s	plays	tended	to	come	from	








Archer,	 who	 denounced	Gossip	 as	 frivolous	 American	 twaddle,	 defended	 those	 very	
scenes	in	The	Climbers	that	others	overlooked.	Notably,	though	perhaps	unsurprisingly,	







as	 critics	 in	New	York,	 and	particularly	Willaim	Winter,	had	done.	 The	popularity	of	 a	
production	 in	the	US,	however,	did	not	typically	guarantee	greater	or	even	equivalent	
popularity	in	the	UK,	and	productions	tended	to	run	for	shorter	durations	in	London	than	










Studies	 of	 Fitch	 have	 focussed	 on	 biographical	 readings	 of	 his	 plays,	 as	 well	 as	 the	
influence	of	his	affair	with	Wilde	on	his	career	(Dearinger	2016,	Marra	2002).	Moreover,	


















and	 uncomfortably	 –	 as	 a	 ‘transitional’	 figure	 in	 the	 progression	 from	melodrama	 to	
realism	 in	 American	 theatre.	 Fitch,	 however,	 did	 not	 view	melodrama	 and	 realism	 as	
opposing	 and	 contradictory	 forms,	 but	 explored	 the	 ways	 in	 which	 they	 could	
complement	each	other.	That	Fitch’s	plays	‘muddy’	the	genres	of	realism,	melodrama,	
and	naturalism,	illustrates	the	tenuous	nature	of	the	dramatic	modes	themselves.	















emphasising	 the	 individualism	 of	 his	 protagonists.	 He	 found	 a	 balance	 in	 his	 work,	
successfully	 staging	 emotive	 and	 meaningful	 depictions	 of	 American	 life	 that	 were	
hopeful	and	seemingly	‘safe’	even	while	they	exposed	the	hypocrisy	of	governing	middle-
class	white	men.	His	message	was	ultimately	progressive:	a	society	that	is	unified	in	spite	
of	individual	differences,	rather	than	divided	by	them,	may	overcome	its	limitations	along	
with	 its	prejudices.	Most	significantly,	what	Fitch	demonstrated	was	that	the	marginal	
could	be	marketable.	He	succeeded	in	staging	transgressive	configurations	of	the	stage	
heroine	that	the	women	of	his	audiences	appreciated	and	applauded.	They	were,	after	
all,	his	true	censors	and	final	critics.	
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